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when you check out to get your version for free! 
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Every Friday at Noon, AG sends a 
special Acoustic Guitar Deal to thousands of guitar- 
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offer on Inside Blues Guitar. Sign up today so you | 
don't miss out on a deal again. 
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THE FRONT PORCH 


hange is good . . . Change nothing and 

nothing changes . . . Sometimes good 
things fall apart so better things can fall together 
... When in doubt, choose change. . . . 

Can you guess Гуе been web searching for 
snappy aphorisms about change? It's a great 
way of procrastinating, not to mention ratio- 
nalizing, when you're about to deliver big 
news that can be interpreted in different 
ways. Skeptics may accuse us (erroneously) 
of greed. Perfectionists may heave a sigh of 
relief. Loyalists may applaud. Realists may 
shrug their shoulders. 

OK, enough throat-clearing and drum- 
rolling. 

Here's the big news: After 22 years of 
delivering a new issue of Acoustic Guitar to 
readers each month, we are reverting to our 
original every-other-month print publishing 
schedule, beginning with the March/April 
2019 issue that will arrive in subscribers' 
mailboxes around February 1. That means 
you will receive six, not 12, issues of Acoustic 
Guitar in 2019. 

Why break such a stellar streak? Well, the 
whole answer is complicated, but at bottom 
it's pretty simple: Cutting our print frequency 
is the best way we can find to continue doing 
the best possible job for you, our readers, 
while giving ourselves sufficient resources to 
keep our business strong enough to not only 
survive but prosper. 

You've probably been seeing fewer maga- 
zines for sale where you shop and fewer 
advertisements in the magazines you read, as 
well as hearing more in the news about mass- 
media brands closing their doors for good. Our 
doors are staying wide open because many 
years ago we started experimenting with dif- 
ferent ways of serving our readers. 

We publish books, guides, and videos. We 
maintain a robust web site at AcousticGuitar. 
com, as well as a unique guitar-instruction 
streaming site called GuitarCast.tv. We offer 
guitar- and music-themed tours and cruises. 
We produce live workshop and concert 
events. In short, we think of you not only as a 
magazine reader, but also as an aficionado of 
all things acoustic guitar, and we aim to be an 
integral part of your enthusiasm and your 
musical passions. 


Right now, the world is fascinated by 
digital media—the instantaneous, all-engross- 
ing availability of text, images, sounds, and 
videos of every conceivable (and inconceiv- 
able) type on devices large and small. While 
that fascination is still growing, we're devot- 
ing all the resources we possibly can to 
serving your digital needs along with your 
love of printed magazines. Like every small 
business, we regularly make choices about 
where to devote our resources. Right now, 
publishing fewer print issues is a necessary 
choice. Who knows what we'll be choosing 
next year or the year after? 

Change is good . . . Change nothing and 
nothing changes . . . Sometimes good things fall 
apart so better things can fall together... 
When in doubt, choose change. . . . 

If you have questions about how this 
change will impact your subscription, please 
visit AcousticGuitar.com/subscriber-services or 
write us at AcousticGuitarService(gStringlet- 
ter.com. If you advertise in Acoustic Guitar, 
please contact your sales rep for more details. 
Not sure who that is? Send an email to Sales@ 
Stringletter.com or call (510) 215-0025 and 
we'll make sure to connect you with the right 
member of our team. 

Here's one bit of happy news: Each 
bimonthly issue of Acoustic Guitar will have 
100 pages, not the 84 in our monthly issues. So 
let me know what you'd like to find on those 
additional pages. More songs? More lessons? 
Whatever you want, please write to me at 
David.Lusterman@Stringletter.com 
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` design elements make this 
a great guitar for a variety 
of players. 
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guitar with vintage appeal. 
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Dreadnought Acoustic 3 


This traditional instrument benefits from a dreadnought design » 
and a solid mahogany top. Mahogany back and sides ensure a 
warm, rich sound, while the open pore satin finish and forward- == 


shifted X-bracing provide luxurious resonance. 
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Your November “The Front Porch" column 
invited comments from subscribers about 
where Eric Clapton stands in our minds. I had 
the great opportunity of visiting the C. E Martin 
headquarters some years ago. While on the 
factory tour, we noticed that one of the 
employees was working on a guitar whose 
color was blue. It stood out, of course, because 
all the other instruments were various colors of 
wood. The tour guide knew what we were 
thinking, and said, ^We are building that guitar 
for Eric Clapton." 


Some months later, we were present at a 
Clapton concert in Connecticut. When he pre- 
pared to present his acoustic set, his assistant 
handed him that blue guitar, which we now know 
is dubbed Martin's “Navy Blues." Among some 
other songs, he played “Nobody Knows You When 
You’re Down and Out,” with which we were 
familiar from the legendary Unplugged program. 

— Jeff Bingham, Naugatuck, CT 


I have really been enjoying “The Basics” columns 
recently. I am teaching a music class at my high 


І wouldn’t put my name on anything 


but the best. 
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school for the first time this year, and this series 
helps me frame and present information that I 
gained many moons ago. Working with absolute 
beginners requires me to strip away all of the 
connections and techniques that I have gathered 
over the years, and these lessons really help me 
see these rudiments through the eyes of a novice 
player again. I hope you will be publishing the 
series as a standalone volume; a bound collec- 
tion of these articles would be an invaluable 
resource for my class. 

—Jayson Lozier, via email 


In response to Peter Webb’s November 2018 
“Feedback” letter, there are several steel-string 
guitars with 1-7/8-inch-wide necks on the 
market, but most come with 12 strings. If you 
have fat fingers or want a wider neck for 
fingerstyle, get a good-sounding 12-string and 
take off the higher-octave strings. You will 
have a wider-neck six-string. This should meet 
the need without going custom and keep the 
price reasonable. 

—Steve McCombs, via email 


I’ve been a subscriber for a long time. For me, 
the August 2018 issue was one of your best. In 
particular, “Seeing the Big Picture: Getting 
Beyond Tablature” extols the virtues of sight- 
reading. I often use your magazine to try to 
improve my sight-reading skills and will 
create my own version of a song or exercise. 
Which leads me to my only small beef: All the 
songs and exercises have tablature written 
directly below the standard notation, and it’s 
just too easy to drop your eyes down to the 
tab line. Perhaps you could provide one song 
or exercise each month without tabs for those 
of us who want to do a little “sight of hand.” 
Just a thought. 

—Dan Kasaboski, Kingston, Ontario, Canada 


If Jim Carver (“Ask the Expert,” September 
2018) had bought a guitar from his local shop 
instead of a national online retailer, it would 
have been set up prior to him owning it. If folks 
want to effectively cut out the middleman, this 
is the price they pay. I say that it would be 
better if people supported their local trader. 
Rant over! 

—Andy Mackenzie, Wales, UK 


We want to hear from you! Share at 
Editors.AG@Stringletter.com and 
facebook.com/AcousticGuitarMagazine 
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Rowdy апа Raucous 


For fingerstyle 12-string blues guitarist Todd Albright, trashy and unrefined is the goal 


BY GREG OLWELL 


any musicians can cop the notes played 

by blues and ragtime greats, but few 
contemporary guitarists are as successful at 
conveying the unscripted energy and driving 
feel of this music as Todd Albright. As he shows 
on his 2017 album, Detroit Twelve String Blues & 
Rags, his deft fingerpicked 12-string guitar parts 
and forceful vocals display a depth of experience 
that go far deeper than a mere rehash of prime 
pieces of blues repertoire. 

True to the guitarist's Midwestern roots, his 
album's straightforward title leaves little 
mystery about what's inside: a collection of rags 
and blues played on 12-string guitars. When 
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asked if the title has any connection to Blind 
Willie McTell’s classic 1949 recording Atlanta 
Twelve String, Albright, who recently moved 
from Detroit to Chicago, breaks into laughter 
and answers, "It's a complete and total rip-off, 
yes. It is a blatant attempt to align myself with 
the great Blind Willie McTell." 

Albright relies on long-scale 12-string 
guitars like the Regals and Stellas used by 
many of his main inspirations in the 1920s and 
'30s. These ladder-braced guitars were meant 
to be tuned low and played with heavy gauge 
strings. Playing in a variety of baritone tunings 
is not only a nearly lost art, it's a direct way 


Todd Albright with a Fraulini 
Geremia, which is modeled on 
a Tonk Bros. 12-string 


for Albright to keep the music of Lead Belly, 
McTell, Lydia Mendoza, and Barbecue Bob, not 
just alive, but vital. 

With no one around to tell the Toledo, Ohio, 
native that Lead Belly tuned down (usually to 
B), Albright discovered it all on his own, quite by 
accident, in the days before widespread internet. 
“I was listening to a Paul Geremia record while 
changing the strings on my guitar and learned 
that he was playing 'Skin Game Blues' tuned to 
Ab. It was a eureka moment." Since then, 
Albright has always owned and played a 
12-string, favoring it to the point where, he says, 
“I sold the only 6-string I had in 2013." 


BILL EVANS 


What do your baritone 12-strings bring to 

the music that you can't get with a more 
conventional 12-string? 

To go back into the history a little bit, these 
things came from Mexico, and the Acosta 
family in Texas built 12-strings for Lydia 
Mendoza and Lonnie Johnson. They were bari- 
tone instruments with a long scale and were 
meant to be tuned down—they weren't 
intended to be tuned to concert pitch with 
light-gauge strings. 

Those old 12-strings were also ladder- 
braced, which makes a huge difference. There 
are folks that say that X-bracing is structurally 
better, but it doesn't need a stress test; it's a 
guitar, it'll be fine. My guitars 
also use a bridge and a tail- 
piece, not a glued-on bridge, 
and with the low-tuned 
strings, there's not as much 
stress on the top. 

Later, people began 
playing 12-strings with light- 
gauge strings tuned up to 
concert pitch and the idea of a 
baritone 12-string guitar 
faded. Many of those guitars 
tuned to concert pitch had pin 
bridges and they would fail— 
the bridges would pull up. 


What is it about ladder- 
bracing that works for the 
sound you want? 

It's a less-refined sound. It's 
not as clean. You get a 
rowdy and raucous sound 
out of a ladder-braced 
guitar. An X-braced guitar 
has a lot of midrange, but a 
ladder-braced guitar has 
more ass on it. The tone is 
nastier; it's not a polite- 
sounding instrument. 

That nasty sound is critical to me. As a 
fingerstyle player, I can get so much out of 
them. The Reverend Gary Davis played a 
Gibson J-200, which is X-braced, and it 
worked great for him, but the earlier guys 
were using ladder-braced Oscar Schmidt 
Stellas, Lyon & Healys, Regals, Tonk Broth- 
ers—it was the style of building them. 


Tell me about your two guitars. 

The older of my two guitars has a double- 
scroll headstock, which is an appointment 
that was common on Italian mandolins. It's a 
little bit smaller in the upper bout than the 
auditorium-style Stella that Lead Belly played, 
but otherwise it's about the same size. It hasa 


spruce top and a walnut back. When Todd 
Cambio of Fraulini Guitars sent it to me, he 
said that the Acosta family told him that while 
they used mahogany for most of their instru- 
ments, they used walnut for the really nice 
guitars. I keep that one in open tuning. 
There's a picture of Blind Willie McTell 
from the 1920s where he's holding a Tonk 
Brothers 12-string. My newer Fraulini is a 
copy of that guitar. Paul Geremia got ahold of 
one, probably in the '80s, and that's the only 
one that has ever shown up. He played it for 
years and eventually sold it to Cambio, who is 
now making copies. The original is likely a 
Regal from the early-’20s. It's birch with a 


spruce top, a poplar neck, and pearwood 
bridge. Mine has a maple bridge and finger- 
board that was dyed black with India ink. The 
top on mine is paper-thin and the braces are 
super thin and as a result, it's really trashy- 
sounding and unrefined—and that is exactly 
what I’m looking for. The other one has a 
thicker top and heavier bracing; it's a heavier- 
built guitar. It's more refined, which makes it 
really good for playing slide. 


What are your tunings? 

My standard tuning is down to A (A D С СЕ A). 
One guitar stays in Vestapol (open-D, but 
down a fifth to G D G B D G), while the Tonk 
Brothers guitar goes through a bunch of 


WATCH ALBRIGHT'S ACOUSTIC GUITAR SESSION 
acousticguitar.com/tag/december-2018 


songs in standard, then dropped-D, then D6, 
then all the way to Spanish (open G, down a 
fifth, G C G СЕ С), so I’m just detuning 
strings as I go through the set. I used to have 
only one 12-string and it was murder getting 
through a 90-minute set. Because I use five 
tunings in a night, you can wear out an audi- 
ence with all of the retuning. 


Fingerstyle on a 12-string guitar must be 
rough on your fingernails. 

I spend a lot of time at the nail salon! I ask for 
acrylic nails on my thumb, index, and middle 
fingers. I tried natural nails, but I play vigor- 
ously and I’m lucky if I can make it through one 


‘Anyone can hold 
down chords, but 
whatever you're 
saying musically 
is coming out of 
your right hand: 


set. The acrylic nails don't 
wear out at all. It affects the 
tone a little bit, but it's like 
the difference between using 
a thin or thick pick. 

I used to use fingerpicks, 
but it felt like a dexterity 
issue. I don't know where my 
fingers are if they're covered 
in plastic or metal; I feel 
more integrated into playing 
if the skin of my right hand is 
touching the strings. The 
whole thing comes down to 
your right hand. Anyone can 
hold down chords, but what- 
ever you're saying musically 
is coming out of your right 
hand. It is your personality. 


Your playing has a strong drive and rhythm, 
even on slower pieces. How do you do it? 
You can build rhythm and feel by learning to 
balance aggressive picking with dampening. 
Really play that guitar, but don't play it to 
where it sounds bad. Play it and keep the fat 
part of the back of your hand laying on the 
strings to mute it. Play with vigor. The trick 
with the 12-string is not to make noise; it's 
about having the control to selectively play 
notes without making noise—it's completely 
different from the 6-string guitar. 


For more of Todd Albright's interview, and to see his 
exclusive performance, visit AcousticGuitar.com. 
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EDITORS & READERS 
ON THE BEST OF 2018 


REFINEMENT AND EVOLUTION MAKE THIS A YEAR TO REMEMBER 


fter several years of quiet trends in the acoustic guitar 
А world-like players discovering the joys of smaller-bodied 

guitars—the legacy guitar brands announced big changes 
that will make 2018 a year to remember. Big unveilings from 
Taylor and Martin at the NAMM show in January set the tone, while 
a leadership change at Gibson left many hopeful for the future of 
the treasured brand. 

As detailed in AG's May cover story, Taylor's Master Guitar 
Designer, Andy Powers, had been quietly working on a revolution- 
ary new bracing approach that the high-volume maker initially 
rolled out on its top-of-the-line guitars. Using hand tools and CNC 
machines, Powers spent countless hours refining this new bracing 
design—dubbed V-Class bracing—which the company later spread 
across its line of U.S.-built Grand Auditorium guitars. 

Meanwhile, Martin was working to redefine its flagship 


BY GREG OLWELL 


Standard series. In the most significant update in recent years to 
the company's core line, each model remixes player-favorite fea- 
tures into what are essentially new benchmarks that manage to 
embrace a considerable legacy and also look forward. 

After several years of controversy, a long-anticipated bank- 
ruptcy filing came from Gibson in May. Under the Chapter 11 
bankruptcy filing, the company plans to refocus on making guitars 
after a reorganization paves the way for the company to shed debt 
brought on by former CEO Henry Juszkiewicz as he tried to turn 
Gibson into a lifestyle brand. 

Closer to home, AG debuted a new series of short reviews spot- 
lighting items that are too interesting to let pass by without notice—or 
to evaluate items that may have slipped under the magazine's radar, 
but which readers keep mentioning as valuable gearbox additions. 

ДЇЇ prices shown are street, or MAP (minimum advertised price). 
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MARTIN D-28 
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GUITARS 

Cut through the hype around Taylor's new 
V-Class bracing, and you have to focus on that 
all-important question: Does the guitar sound 
good? If the Taylor Builder's Edition K14ce 
Grand Auditorium ($4,999) is any indication, 
the answer is an emphatic yes. The instrument 
had noticeably superior intonation and tonal 
clarity—and sustain unlike any we've ever 
heard. You expect greatness at this price, and 
the K14ce certainly delivers. But Taylor is 
showing players the benefits of this new idea in 
models costing significantly less than the show- 
piece reviewed in the May issue, which also 


PRE-WAR HERRINGBONE 


featured an in-depth cover story on Andy 
Powers and his ideas behind this evolution. 
Likewise, Martin reimagined its Standard 
series with a host of refinements that manage 
to boost the vintage look and deliver the goods 
when it comes to sound. To check out the 
changes to the line—including aging toner and 
antiqued white binding for a vintage vibe, high 
performance neck taper, scalloped bracing, 
open-gear tuners, and old-style logo—we audi- 
tioned a brand-new D-28 ($2,629). From what 
we've seen of the refreshed line, the new Stan- 
dard series is one of those uncommon instances 
when the promise of new-and-improved 


COLLINGS JULIAN LAGE OM1 JL 


changes to an old favorite rings absolutely true. 
As a small guitar with a respectable acoustic 
tone and full-bodied plugged-in sound that 
comes in at $479, there's plenty to like about 
the Art & Lutherie Roadhouse Q-Discrete— 
add that denim-blue finish and Gibson-style 
volume and tone knobs and you've got a guitar 
that stands out from everything else out there. 
Though Guild has made great guitars in 
many sizes for close to 70 years, the compa- 
ny's jumbo 12-strings are the ones that have 
long made players dewy-eyed and weak- 
kneed. The Guild Е-512 (53,699-54 099) is 
the company's flagship 12-string, and it 
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WASHBURN SOLO DELUXE AUDITORIUM 
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dazzled us with its fantastic playability, heart- 
stopping good looks, and all of the luscious 
sound you hope for from a 12. 

We were at first dismissive of the playwear 
that the company adds to its guitars, but if the 
proof is in the pudding, then the $8,295 
Pre-War Guitars Model-HD (recently 
renamed Herringbone) delivered on the 
promise of a guitar that absolutely nails the 
feel, sound, and look of an 80-year-old, well- 
worn instrument. No matter who played it, 
within a few strums and solos, one of the most 
controversial guitars we've ever reviewed 
quickly became one of the finest. 

It might have been introduced in 2017, 
but we didn't get our hands on the highly 
anticipated Collings Julian Lage Signature 
ОМ1 JL ($5,535 as reviewed in the April 
issue) until this year. Everyone who played 
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FENDER REDONDO 


this spruce-and-mahogany wonder—with its 
stunning array of tones, lightweight build, 
and old-school vibe—absolutely swooned. 

Washburn's Solo DeLuxe Auditorium 
($849) and Grand Auditorium ($999) were 
two great-performing guitars that left a 
strong impression on everyone who played 
them. The Solo DeLuxe was especially 
impressive with a satisfying tone, setup, and 
feel that played and sounded like a guitar 
costing considerably more. 

The weathered steel finish on our National 
T-14 Cutaway ($3,295) tester made the guitar 
seem like Captain Nemo built it for a trip 20,000 
leagues under the sea. But more than looking 
maximum steampunk, the T-14 answers the 
prayers of players who have long cried out for the 
tricone's signature liquefied tone in a layout that 
gives them maximum access to the highest frets. 


NATIONAL T-14 


FENDER MALIBU 


There aren't necessarily a whole lot of good 
options when it comes to affordable Selmer- 
style guitars, and that's what made the 
Eastman DM1 ($999) we checked out in the 
October issue so special. This guitar really 
delivered the goods when it came to authentic- 
sounding gypsy-jazz rhythms and leads—and it 
looks the part as well. 

Fender apparently recognized that many 
future acoustic guitarists will have started off 
on electric, and the company came out swing- 
ing with its new California series of acoustic 
guitars. Featuring necks that will feel friendly to 
Fender players, onboard electronics, and bold 
finishes, the Redondo Special ($699) and 
Malibu Classic ($799) we checked out were 
guitars that could call out to the electric guitar- 
ist looking for a stage-ready acoustic or an 
acoustic guitarist into a bold look. 
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There are many paths to live sound, and some- 
times the practicality of amplifying your guitar 
dictates the best solution. For players seeking 
only to magnify their acoustic sounds, the real- 
istic capture from a mic is almost always 
preferable, even when it's not practical. With its 
easy functionality and impressive performance, 
Audio Sprockets' ToneDexter preamp and DI 
($399) uses sophisticated programming to 
deliver a convincing microphone-like sound 
from an undersaddle piezo for the guitarist 
with uncompromising live-sound needs. It was 
easy to see why it quickly became a favorite of 
gigging players. 

This year also saw a bumper crop of impres- 
sive combo amps for acoustic guitarists. We 
reviewed the Fishman Loudbox Mini Charge 
($499), Genzler Acoustic Array Pro ($999), 
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Henriksen The Blu ($999), Hughes & Kettner 
Era 1 ($1,199), and Mesa Rosette 300/ 
Two:Eight ($1,149). Each had its charms, and 
all managed to pack gig-ready features into 
portable and powerful—and, most important, 
great-sounding—formats. 

Like you'd expect, the Boss AD-10 Acoustic 
Preamp ($329) is ruggedly built and compact. It's 
thoughtfully furnished, with functions like chorus, 
delay, looping, compression, and anti-feedback 
controls that make the unit as much a multi-effect 
processor for acoustic guitarists as a preamp. It's 
definitely for the player who wants lots of acous- 
tic capability in a small package. 

L.R. Baggs released its Align series pedals— 
because sometimes you need a stompbox that 
does one or two things really well. With the 
Active DI ($159), Equalizer ($179), Reverb 
($179), and Session ($179) to choose from, 


Waren u temar 
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players can focus on the functions they need, 

with Baggs' well-loved sounds and reliability, 

and faux-woodgrain chassis that stand out. 
One of our first short reviews came from 


an idea sent in by readers who were raving 
about Bigrock Innovations Power Pins 2.0 
replacement bridge pins. This quick, reversible 
bridge-pin swap added sustain, volume, and 
fuller tone to one of our trusty test guitars. 

Cradle capos seem to be having a moment, 
and after checking out the G7th Heritage Capo 
($139) and D'Addario Self-Centering Cradle 
Capo ($69), it's easy to see why. These yolk- 
style capos evenly clamp down on the strings, 
so you don't have to retune once you set them 
in place. They cost more than their clamp-style 
counterparts, but their functionality and 
elegant designs make them feel like fine 
machines indeed. 
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We have taken great care in these designs to ensure you are getting high quality products with 
uniquely voiced tones and PRS benchmark playability. 
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PARABOLIC TENSION STRINGS 


READERS SOUND OFF 
AG asked readers to tell us about a piece of gear 
that they got in the last year that they love. 
Here's a look at some of the things they said 
about their best purchases in 2018. 


GUITARS 
Guild M-20 and ToneRite "T'd wanted an all- 
mahogany guitar for several years and after a 
lot of comparison shopping, I bought a Guild 
made in the new Oxnard, California, plant. I 
loved the sound, but it was a little tight. It 
started to open up a bit with playing, so I 
bought a ToneRite and used the recommended 
initial treatment. It worked great on the M-20." 
—mwguzman 


Journey OF660 Carbon Fiber Overhead "Love 
the crystal-clear tone, great sustain, and imper- 
viousness to the elements. Breaks down and 
packs into a TSA-approved backpack." 
—wcknodell 


Martin J-40 (2018 reimagined) “An often 
overlooked model in the Standard series. The 
new changes have improved the look and 
sound—it has just the right amount of bling, 
and a deep and balanced tone. I don’t use 
picks; the guitar is particularly responsive to my 
light fingerstyle attack and it projects well.” 
—joemuchka 


Taylor Academy 10 “I’ve been taking lessons 
for a little more than a year now. Since I got my 
Academy, I have seen noticeable improvements 
in my playing. The guitar is easy to play, and it’s 
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easy to notice its high quality of assembly. It’s 


also very beautiful.” —cmorales 


ACCESSORIES 

Snark SN5 basic guitar tuner “Easy to use and 

the readout is large enough to see in daylight or 

in a dim club. For us working musicians with no 

roadies, gear needs to be simple, lightweight, 

sound good, be accurate, and reliable.” 
—anon. 


BlueChip TAD50 Pick “It’s wearing in beauti- 
fully and sounds so much better than the 
cheap ones.” 

—cornellgoldw 


Roadie 2 Tuner “It takes the guesswork out of 
tuning. It’s also handy during rehearsals when 
one member has a 12-string and is constantly 
tweaking the tuning knobs. This tool keeps it in 
the right key!” —revtheodyke 


Santa Cruz Parabolic Tension strings “I love 
the evenness between the different strings.” 
—anon. 


Martin Tony Rice Bluegrass Retro strings 
“They sound broken-in and make my Collings 
D2H A sound like it’s made of wood, which it is, 
rather than tin, which can happen with some 
bright strings. The strings also make my guitar 
more versatile. I can go from bluegrass leads to 
Western swing rhythms that sound as if they’re 
coming from an archtop. It’s a good feeling 
when you find your preferred strings.” 
—holabaugh 


Brass bridge pins “I’ve tried different bridge 
pins on an old Guild D-25 with Martin Marquis 
80/20 phosphor bronze strings and nothing 
satisfied me. The brass pins made it pop with a 
clearer, more sustained ringing tone.” 


—fbuday 


STAGE & STUDIO 

L.R. Baggs Align Reverb “It’s the most 
authentic, non-digital-sounding reverb I’ve 
ever used. Considering how difficult it can be 
to make an acoustic guitar actually sound 
acoustic when amplified, it’s great to have a 
reverb pedal that allows my guitar’s true per- 
sonality to shine through.” —photojeep 


Bose L1 Compact with Tone Match “It is the 
perfect sound system for solo gigs in small 
venues. You can fine-tune the sound to the 
specifics of your instrument and save the set- 
tings to re-create a sound that doesn’t isn’t at 
all boxy.” —dbeisegel 


Fishman Loudbox Mini “Its features and tone 

make it perfect for me as a small yet powerful 

solo PA for one guitar and one mic.” 
—joseph.verga 


Ear Trumpet Labs Edwina “1 don't like any 
kind of pickup, yet I need guitar amplification 
and, occasionally, some EQ. Plus, a little 
reverb is nice in some rooms to blend sustain 
with vocals. Edwina allows all of that and 
still gives me the individual inspirational 
sounds of each of my 40-some guitars." 
—mkrueger 


— — `= w 


Everyone loves a good bac 

story, and the F-512 is ours’ 
Perfection takes time. After one eee 
strum, you'll know it was Worth 

the wait. Lighter than ever, the 
California-made F-512 has a 

slimmer, more comfortable neck. —əaƏ 
while preserving 8-4 7 | 
volume and shimmery tone tI 
our 12-strings are known fo 
It's the crown jewel of our USA 
acoustic collection. 


Our collection is complete. Find a 
Guild Authorized Dealer near you 
on GuildGuitars.com. 


HOW THE GUITAR HAS SHAPED THE MODERN MUS 


or an instrument that’s been so vital 
۴ to the evolution of popular music 

over the past century, the guitar has 
traveled a long road in finding its place in 
religious culture. In the United States, this 
mostly pertains to Christian and Jewish con- 
texts—Islamic services, even today, typically 
feature just unaccompanied singing—for 
reasons that range from traditional law, cul- 
tural trends, and popular opinion. But over 
time, the acoustic guitar has been far more 
widely accepted as a viable musical voice in 
church and synagogue settings. 

Part of what kept the guitar's voice in 
worship was not just culture but logistics. The 
acoustic guitar didn't receive its modern form 
until the mid-19th century, and for a long time it 
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was too quiet to be heard before a large crowd— 
such as a congregation—due to the animal gut 
that was used for strings, not to mention a lack 
of electric amplification. When steel strings were 
first commercially introduced in the 1920s by 
C. E Martin & Company, the guitar became more 
capable of standing on its own against other 
acoustic instruments. But it wasn't until the 
advent of the electric guitar in the 1930s that 
guitarists were fully capable of being heard in 
the mix of choirs and ensembles. 


The acoustic guitar's first gateway into church 
services was through the emergence of gospel 
music in the African-American evangelical and 
Baptist churches of the South. In the early 1930s, 


the blues pianist Thomas A. Dorsey, who recorded 
with Tampa Red as Georgia Tom, transformed 
church music by introducing jazz and blues styles 
to the genre for the first time, opening the doors 
for gospel blues guitarists to enter just a handful 
of years later. Outside of church, guitarists includ- 
ing Reverend Gary Davis and Blind Willie 
Johnson furthered the early gospel blues style, 
but singer/guitarist Sister Rosetta Tharpe was one 
of the first to bring it inside. 

A child prodigy, Tharpe (born Rosetta 
Nubin) began playing guitar at the age of four, 
and at six joined her mother on an evangelical 
tour in which “concerts” were equal parts music 
and sermon. Entering the mainstream in the 
late 1930s with a variety of crossover gospel 
hits (including some of Dorsey's compositions), 
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Tharpe is largely credited for pioneering the 
pop-gospel genre, and even providing a proto- 
type for rock 'n' roll to come. Her music made a 
lasting impact on Southern church music, and 
she has been cited as a major influence on 
Chuck Berry, Johnny Cash, and Jerry Lee Lewis, 
among other popular musicians. 

Roebuck "Pops" Staples was another gospel 
guitarist who brought the style both into the 
church and the mainstream in the early half of 
the 20th century. Playing with blues guitarists 
Charley Patton, Robert Johnson, and Son 
House as a young man, Staples later joined 
church groups as a vocalist before forming the 
revolutionary Staples Singers with his wife 
and three children in 1948. The group quickly 
became a sensation both in church services 


STIAN LITURGY 


and commercially, bringing gospel music to a 
broader audience, as well as adding their 
voices to the civil rights movement, with hits 
such as "Let's Do It Again? “I'll Take You There,” 
and “Respect Yourself.” 


A slightly harder-won step in the guitar’s role in 
church was in another, more dominant sect of 
Christianity—Catholicism. In the early half of the 
20th century, Catholic mass was, in all respects, 
steeped in tradition. Mass was said in Latin— 
which was taught in Catholic grade schools—and 
the music revolved around the organ and church 
choir, which performed only traditional hymns. 
“In the late '60s, there were four hymns,” says Joe 
DeSanctis, a former seminarian and musical 
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director at Holy Innocents Parish, in Pleasantville, 
New York. “Holy God We Praise Thy Name,’ ‘Holy, 
Holy, Holy,’ ‘Faith of Our Father,’ and ‘Whatso- 
ever You Do.’ These were the songs you played, 
over and over.” 

In 1959, less than three months after taking 
office, Pope John XXIII called for the Second 
Vatican Council, a meeting of Catholic religious 
leaders set to address matters of spiritual 
renewal within the church. Held from 1962- 
1965, one of the council’s first big moves was to 
change the language of the church to English. 
(Already, this introduced problems in church 
music, as there were few hymns written in the 
English language.) Then, in 1967, the Holy See 
(also known as the Vatican, or the official juris- 
diction of the Catholic Church) published the 
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Musicam sacram, which decreed that vernacular 
musical styles and instrumentation were to be 
allowed in church. The instruction also foresaw 
"a period of experimentation in order [to] attain 
a sufficient maturity and perfection." 

The enormous changes in what was becom- 
ing acceptable in the Catholic Church around 
this time gave way to two new musical trends: 
First, the contemporary Christian genre, and 
shortly after, what became known as the Catho- 
lic folk mass. As a young seminarian in the 
early 1960s, Ray Repp was discovering his pen- 
chant for writing folk music right around the 
time of the Second Vatican Council. Inspired by 
songs like Bob Dylan's *Blowin' in the Wind" 
and Pete Seeger's "Where Have АП the Flowers 
Gone?,” Керр began writing liturgical folk 
songs that quickly spread among his peers. In 
1965, Repp published his Mass for Young Ameri- 
cans, one of the first mass settings arranged for 
purely guitar accompaniment, under the first 
established publisher of contemporary liturgical 
music, Е E. L. Publications. Though at first 
banned by dozens of dioceses in the States, his 
music created a momentum that soon evolved 
into an entire genre. 

Outside of the original liturgical folk 
music being composed by people like Repp, 
Catholic services around the country were 
soon overtaken by what became known as the 
folk mass. In place of traditional hymns, 
churches were filled with the folk guitar 
sounds of Peter, Paul and Mary; the Beatles; 
Crosby, Stills, Nash & Young; Pete Seeger; and 
Simon & Garfunkel, with songs such as "If I 
Had a Hammer," *Teach Your Children," and 
"Bridge Over Troubled Water." 

"The early onset of guitar use was really a 
way to engage young people in a language 
that they could understand," says DeSanctis. 
"The whole folk experience really comes out of 
youth trying to rediscover itself. I think the 
Catholic Church was listening. What we were 
doing as musicians in the '60s and ’70s kind of 
came out in church music—and the church 
wisely said, “Let's use this to engage, it could 
be lifting our spirits up as well.” 

Eventually, the popular folk songs of the day 
fell by the wayside and were replaced by new 
compositions in the contemporary Christian 
genre. Composer/guitarists that have followed 
in Repp's footsteps include Dan Schutte and 
Bob Hurd, whose compositions *Here I Am, O 


‘l always say the acoustic 
guitar is God's favorite 
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-GENE BERTONCINI 
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Roebuck "Pops" Staples and the Staples Singers, Chicago 1955 
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Lord," "Table of Plenty" and "Taste and See" 
have become mainstays in modern Catholic and 
Christian services. 


JESUS MUSIC 

As culture was changing within the walls of 
churches around the country, so it was beyond 
them. In the late 1960s, the Living Room, a 
small missionary storefront located in the 
Haight-Ashbury district of San Francisco, led 
the way in what became known as the Jesus 
Movement. An independent Christian commu- 
nity, the Living Room drew a following of 
hippie-to-born-again-Christian converts, building 
a momentum that quickly spread to communes, 
college campuses, and organizations around the 
Bay Area, Seattle, Chicago, and elsewhere. 

“Ву 1971, the movement had become 
the religious story of the year," says Larry 
Eskridge, history instructor at Wheaton College 
in Illinois, and was featured on the cover 
of Time magazine. The Jesus Movement drew 
heavily on a demographic of 17- to 25-year- 
olds, who took the popular music of the day 
and created a new genre: Jesus music. 

A subgenre of contemporary Christian music, 
‘Jesus music" used traditional folk, folk rock, soft 


rock, and country formats as vehicles for Christian 
messages and was often used to draw a greater 
following within the Jesus Movement. While its 
sound was not far off from the acoustic guitar- 
led strains emanating from the Catholic folk 
masses, Jesus music was distinguished in part by 
its evangelical zeal, heard in songs like Larry 
Norman's “I Wish We'd All Been Ready,” which 
refers to the second coming of Christ—a common 
theme within evangelical circles. Popular artists in 
the genre included Children of the Day, Chuck 
Girard, Bethlehem, and Resurrection Band. The 
movement eventually spread to the UK, where it 
earned the title gospel beat. 


ANCIENT TRADITIONS 

Similar to Catholic churches, Jewish syna- 
gogues around the United States took some 
time to warm up to the use of the guitar—or 
any musical instruments—in religious services 
(see Psalm 150). However, this wasn't always 
the case. In ancient Judaism, instruments were 
a significant part of synagogue, which often 
featured full orchestras of drums, cymbals, 
horns, and lyres. But after the Romans 
destroyed the Second Temple (the Jewish holy 
temple in Jerusalem), in 70 A.D., it swiftly 
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became law that musical instruments were not 
allowed in synagogue during the Sabbath (from 
just before sundown each Friday through night- 
fall on Saturday) and on holidays such as Rosh 
Hashanah and Yom Kippur. 

Several justifications are offered for this law, 
one being that Jews were to be in perpetual 
mourning over the loss of the Second Temple. 
"In Orthodox movements, the guitar is still not 
used, and there are a couple of different reasons 
why,” says Ben Rosner, cantor and Musical Direc- 
tor at Mosaic Law Congregation, in Sacramento, 
California. "They consider it to be prohibited on 
the Sabbath because it's a form of work. Even if 
that would be debated, what happens if you 
break a string? Then you change it—that act of 
replacing the string is considered work." Because 
of that reason and the loss of the Temple, Rosner 
says, the Orthodox movement "prohibits it." 
(Even if those reasons weren't in place, Orthodox 
Jews are also restricted from using electricity on 
the Sabbath, precluding the use of microphones 
or amplified guitars.) 

In the 19th century, the emergence of Reform 
Judaism helped lay the foundation for the pres- 
ence of the acoustic guitar in modern Jewish 
services. Unrestricted by the law of the Orthodox 
movement, the Reform movement was free from 
its inception to include musical instruments in 
synagogue, and often featured organ and piano, 
while Orthodox worship was restricted to just 
vocal accompaniment. Like in Catholicism, the 
shift to guitar in the Reform movement began 
around the '70s, with artists such as Shlomo 
Carlebach, Debbie Friedman, and Jeff Klepper 
composing highly influential original music for 
Jewish liturgy. Carlebach, an Orthodox rabbi, 
wrote liturgical music that was not intended for 
worship, but that ended up being adopted into 
worship services in many Reform and Conserva- 
tive synagogues. Friedman, who was known for 
leading her congregation with her liturgical 
songs written in '60s folk style, sold over 
200,000 records, had her music performed on 
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Barney and Friends, and in 1995, performed a 
sold-out show at Carnegie Hall celebrating the 
25th anniversary of her career. 

"The style of music by Carlebach in concert 
and the style of music with Debbie Friedman 
and Jeff Klepper were in the style of the time," 
says Rosner. “You can listen to that music along- 
side something from the 7705 and '80s and think, 
Ч can imagine hearing this in cafes, too,’ so it 
paralleled what people were listening to. Ameri- 
can culture was becoming more guitar-centric." 

Today, guitars are prevalent in the Reform 
movement, while the Conservative movement, 
which developed in the late 19th century as a 
middle ground to Reform and Orthodox Judaism, 
has been slower to adopt instruments. "They're 
trying to find a way within the Jewish religious 
legal system to be able to justify it,” says Rosner. 


PUTTING IT INTO PRACTICE 
Early adopters of the guitar in worship might 
have used the instrument in a prescribed 
manner, but they paved the way for current 
practices of a variety of worship leaders from 
different denominations. These leaders play 
familiar liturgical fare—and new music as well— 
in a wide range of styles and settings, often 
using setups that are much more sophisticated 
than the unamplified folk guitars that their pre- 
decessors played in churches and synagogues. 

At Mosaic Law Congregation, Rosner pre- 
sides over various ensembles made up of a wide 
variety of instrumentalists and singers (instru- 
ments at Mosaic Law Congregation are used for 
prayer only on Friday nights). For music ser- 
vices and concerts, he typically leads on guitar. 
"Sometimes I plug in and sometimes I don't, 
depending on the room that I'm leading the 
service in. And in a room that's really big, ГЇЇ 
either plug in to a Yamaha TF1 [digital mixer], 
or ГЇЇ use an Audio-Technica wireless mic, or 
my Fishman preamp. 

“Му go-to nylon-string for synagogue service 
nowadays is a Córdoba Gipsy Kings model," he 


*The early onset of guitar 
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engage young people in 

a language that they 
could understand: 

-JOE DESANCTIS 

adds, commenting on its versatility in the syna- 
gogue. ^It allows me to strum and use some 
flamenco technique. It's great for being able to 
bridge the gap of classical and strumming styles, 


and to be able to play bossa-nova style accompa- 
niment, as well." He also uses a Taylor 212ce, a 


"good midrange" guitar that's useful for folk 
styles; his father's Guild 12-string with a K&K 
pickup; a custom-made Alan Chapman guitar; a 
D'Angelico hollowbody; and sometimes even his 
SoloFtte travel guitar. 

Jack Kessler, director of the Aleph Cantorial 
Program in Philadelphia, typically leads his Con- 
servative congregation in a more traditional, 


Debbie Friedman 


classical guitar style. ^[I use] the guitar for light 
fingerpicking to help support the singing com- 
munity. And when it comes to the kind of chants 
that I do in my synagogue where we need to set 
up some sort of drone, I will frequently detune 
the guitar, so that there are several open strings 
at an octave and a fifth." Kessler performs on a 
Manuel Contreras classical guitar using an Art 
Tube MP Studio preamp, a Boss digital reverb 
pedal, and a Trace Elliott amp. 

Saint Peter's Church, a Lutheran congrega- 
tion located in midtown Manhattan, is one 
example of how church music has evolved in 
the past century. While offering traditional ser- 
vices, Saint Peter's also has a jazz ministry, 
specifically designed to incorporate profes- 
sional jazz musicians into church services, such 
as the Sunday evening Jazz Vespers. Over the 
years, Jazz Vespers has featured a variety of 
acoustic guitarists, with groups such as the 
Emilio Teubal Quartet (with guitarist Ivan 
Barenboim) and the Gene Bertoncini Trio. In 
his 50-year career, Bertoncini has played 
alongside legends like Benny Goodman, Wayne 
Shorter, Lena Horne, and Tony Bennett. 

"The warmth of the instrument certainly 
lends itself to spirituality—and as far as jazz 
is concerned, it comes spontaneously, driven 
by the creativity and the love that naturally 
comes with improvising," says Bertoncini, 
who performs on a nylon-string made by the 
luthier John Buscarino. “I always say,” he 
adds, jokingly, “the acoustic guitar is God's 
favorite instrument." АС 
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ALEX RUEB 


ight on Beale Street there, I bought my 
R Stella. Paid $11 for it. It was hangin' in 
a window. Played it 'til it wore out." 
Joe Callicott was talking to blues historian 
Gayle Dean Wardlow about the instrument he 
used at the Memphis sessions of 1929 and '30, 
where Callicott and his partner, Garfield Akers, 
made their brief but beautiful contribution to 
the history of recorded blues. Cheap guitars 
came up again in Wardlow's conversations with 
H.C. Speir, the Jackson, Mississippi, music store 
owner who scouted a roster of early blues 
recording talent that included Tommy Johnson, 
Charley Patton, Skip James, and Son House. 
When asked what they played, Speir also men- 
tioned the Stella brand—specifically a model he 
sold for $9.95—as the instrument of choice 
"across the board." 
The sound of bluesmen on a budget remains 
an aesthetic legacy to the present day. Stellas 


from the 1920s now have four-figure price tags, 
and players shop for guitars, both vintage and 
new, that deliver a stiff, crunchy low end, 
strong midrange, and sustained highs—the 
tone associated with roots pioneers who, ironi- 
cally, might have played Martins if they could 
have afforded them. “Good for blues"—like the 
currently common “parlor,” “Piedmont,” or 
"]ap-style"—is a fabulously non-descriptive 
term when applied to a guitar. That said, here 
are a few notes that may be useful whether 
you’re looking for a MYSLAD (Makes You 
Sound Like a Dead Guy) instrument or not. 


In the early 20th century, as steel strings came 
into common use and manufacturers began 
mass-producing inexpensive guitars, it became 
important to design durable products that 
could be made cheaply. As the name implies, 


« 


Steve James with the first Waterloo WL-14 


ladder-braced instruments forgo the more 
complex X and fan patterns used on the sound- 
boards of costlier steel-strings. In their place 
are heavy transverse struts—usually four— 
above and below the soundhole and on either 
side of an enlarged bridge patch. 

Although roughly finished inside, some 
early examples are fancy on the outside, 
heavily appointed with bindings, decals, and 
stamped-out inlay work. But Plain Jane is gen- 
erally the rule. Some of these guitars are 
petite, barely larger than a baritone uke; others, 
like the fabled long-scale Stella 12-strings, are 
massive. Many, like the Kalamazoo brand made 
by Gibson, were crafted to resemble their 
pricier counterparts. 

The sound of such guitars is generally less 
complex than that of the X-braced equivalent, 
but ladder-braced examples tend to be loud 
for their size, and their mid-to-high register is 
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Early 19305 Kay/Stromberg-Voisinet 


bright with a long decay rate—good for blues. 
A combination of hide glue, hard use, and 
history makes older guitars of this type— 
Washburn, Regal, Stella, etc.—in original 
playing condition a rare find. Their increasing 
value, however, has made some well worth 
restoring. Additionally, the designs have been 
adapted and improved by builders like Todd 
Cambio, with his Stella-inspired Fraulini 
models, and high-end manufacturers such as 
Collings, whose Waterloo line includes a 
variety of ladder-braced guitars. 


Four decades after that 1929 Memphis session, 
Joe Callicott clearly remembered the lexicon 
of now-legendary artists who were at the 
studio in the Peabody Hotel that day. Among 
these were Memphis Minnie and Kansas Joe, 
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Kalamazoo KGN-12 Oriole, ca. 1940 


ready to score a major hit with their “Bumble 
Bee Blues." Notable іп Callicott's recall were 
their instruments: A gleaming pair of brand- 
new National Style 1 tricone resonators—the 
first guitars of this type that anybody around 
Memphis had ever seen or heard. 


Finding the guitar you 
need can be kind of like 
seeing a rattlesnake or a 
bald еадіе-уои just know 
that's what it is. 


At the time, National guitars had been avail- 
able for barely a year. The sound of the resonator, 
now so widely linked to early blues, was absent 
from the original recordings of blues guitar pio- 
neers such as Blind Blake, Lemon Jefferson, and 


1960s Kay 1600 Auditorium 


Lonnie Johnson, who recorded well before that. 
Even when popular players like Memphis Minnie, 
Tampa Red, and Bo Carter began using Nationals, 
their high prices put them out of the range of gui- 
tarists more accustomed to $11 Stellas. In 1935, a 
Style 1 was priced at $125 (about $2,300 in 
today's money), more expensive even than a 
Martin D-28 ($100, or around $1,850 now). 
These days, National Reso-Phonic and 
several other custom builders offer a variety of 
resonator guitars. Regardless of body style or 
whether they're made from metal or wood, 
resonators feature superior volume and projec- 
tion, thanks to spun aluminum сопе(8) 
mounted inside the body and connected to the 
bridge. This aspect of construction has 
remained unchanged since the 1920s. Another 
characteristic that has remained unchanged is 
price. Quality resonator guitars, new or vintage, 
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Fraulini Erma 


are not cheap, and buyers should be aware of 
budget lookalikes—especially those that profess 
to be “just as good as." They're not worth 
having, as their lesser sound, volume, and 
resale value will attest. 


THE NEW CHEAP 
So what to do if you, like Callicott, don't have 
a lot of money to spend but would like a nice- 
looking, good-sounding, playable guitar? 
Keeping in mind that the new $11 may be 
closer to $400 or $500, a look around the local 
music store will turn up some new items that 
fill the roots/blues requirements. These 
include instruments like Seagull's Entourage 
and Taylor's BBT (Big Baby Taylor). 

In the "previously owned" category, a 
number of budget guitars made in the '50s and 
'60s, notably by Harmony, are still around in 


National Reso-Phonic Dueco 


one piece. Affectionately known by people with 
lots of cases in the closet as "beaters" or 
"fishing guitars," these stamped-and-stenciled 
assembly line products, often ladder-braced 
and made with laminated construction, will 
play in tune and deliver a lot of twang when 
properly set up. They look kind of cool, and if 
nobody's busted 'em up by now, it probably 
ain't gonna happen. (By the way, Harmony 
acquired the Stella brand in 1939 and used 
that logo for decades on some of their cheaper 
guitars. Just so you know.) 

^When properly set up" is an important 
phrase to remember when trying out what may 
be your next guitar. A plywood beater in good 
repair with properly adjusted intonation and 
string height will play better and more in-tune 
(and deliver more sound) than a pricier piece 
that's out of whack. Buy your guitar from 


Seagull Entourage 


someone who is ready to talk about its condi- 
tion and ready to demonstrate its playabilty. 
Once you have a guitar you like, treat it that 
way! It's commonly supposed that a dirty, poorly 
maintained instrument is somehow bluesier or 
more authentic than one that is kept clean, 
freshly strung, and carefully stored. That's an 
incorrect assumption with no basis in musical 
reality. Finally, remember that the “new cheap” 
may be not so. Finding the guitar you need can 
be kind of like seeing a rattlesnake or a bald 
eagle—you just know that's what it is. When 
that happens, remember another thing that 
people with lots of cases in the closet like to say: 
“Just get the instrument in your possession." 


Excerpted from Steve James' upcoming book, 
Roots and Blues Fingerstyle Guitar Explorations, 
coming soon to store.acousticguitar.com. 
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erry Douglas seems to be everywhere. 
J Apart from fronting his eponymous 

Jerry Douglas Band, he boasts a 
20-year tenure with Alison Krauss and Union 
Station, as well as a crucial role in a super- 
group of sorts, the Earls of Leicester, whose 
recent release, Live at the CMA Theater in the 
Country Music Hall of Fame, documents the 
outfit's dedication to bluegrass music of a 
vintage variety. A first-call session player and 
perennial festival favorite, Douglas can be 
counted on to share center stage whenever or 
wherever а jam occurs, ог, for that matter, any 
time he’s offered an invitation to share in 
some spontaneity. 

That said, the role he’s played as a record- 
ing artist is equally significant. Besides the 14 
albums Douglas has made on his own, there 
are some 1,600 other LPs that feature his 
support, primarily on dobro and resonator 
guitar. His studio credits include recordings 
by Garth Brooks, Eric Clapton, Waylon Jen- 
nings, Ray Charles, Phish, Dolly Parton, Paul 
Simon, Elvis Costello, Mumford & Sons, and 
Tommy Emanuel, as well as production work 
for the Steep Canyon Rangers, Jesse Win- 
chester, and the Del McCoury Band. He’s been 
accorded 14 Grammy awards and 31 nomina- 
tions, as well as ten top honors as IBMA's 
Dobro Player of the Year. 

Amazingly, Douglas’ list of accolades doesn't 
stop there. He's the recipient of three Country 
Music Association Musician of the Year awards, 
a National Heritage Fellowship from the 
National Endowment for the Arts, a Lifetime 
Achievement Award given him by the Ameri- 
cana Music Association, and a designation as 
Artist in Residence for the Country Music Hall 
of Fame and Museum. 

Those are considerable accomplishments, 
and yet Douglas never offers the impression 
that he's anything other than a journeyman 
musician, not to mention a proud collector 
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with some 70 guitars. Nevertheless, the day 
we caught up with him backstage at the Jam 
in the Hills festival in Black Mountain, North 
Carolina, he was taping up a dobro that had 
fallen out of the back of his van. Happily, the 
fact that he didn't have a back-up with him 
didn't impair his performances, first on his 
own and then later when he guested with 
Shooter Jennings' band. As always, he 
seemed right at home. 


What kind of music were you brought up on? 
I was really bluegrass-minded, and I knew 
who all the bluegrass bands were, and who 
played in the bands because my father had a 
band. I got to watch them rehearse, arrange, 
do all those things. So early on, I got a crash 
course in how to run a band and work out 
music. I just loved the sound of the dobro 
and it seemed to come so easy to me because 
I had gained all those influences. I was lis- 
tening to Clapton and Josh Graves. When 
Graves joined Earl Scruggs and Lester Flatt 
in the Foggy Mountain Boys, he gave them a 
kind of town-and-country feel, and I latched 
right on to it. Graves could play as fast as 
Earl, but he could also slow everything down 
and just breeze everything out. I just loved 
the sound of it. It was for me. So I learned to 
play from that. 


What was your first guitar? 
I had a Sears guitar, but it was hard for me to 
push the strings down. It was like a cheese grater. 


How did you overcome that? 

I asked my dad to move the strings up. Га play 
with a piece of copper tubing my fingers. From 
listening to records and watching my dad's 
band, I could figure out what the tuning was, 
and how to do the rolls and different combina- 
tions. Every once in a while, I'd have an epiph- 
any and realize, “Oh, this is how he did that!” 


JIM MCGUIRE 


These days your right-hand playing is so 
fluid it seems almost effortless. Can you 
describe your technique? 

As far as my right hand goes, my fingers have 
"stations; as I call them. My little finger takes 
care of the first three strings, my thumb is 
sort of a free agent, and my index finger 
takes care of the second string to cover for 
my little finger and up to the fourth string. 
But my thumb is a free to do its own thing, 
and I use it on the down stroke. So it's kind of 
like a flatpick in the tone it creates. It's my 
lead player. 


What originally drew you to jamming? 

As I said, I grew up going to bluegrass festivals. 
My dad worked in a steel mill and would get a 
couple of weeks off each year, and he would 
base his time off around the festivals. 


Everybody would play there, and so we hung 
out and met a lot of people. 

I met Josh Graves when I was 13. We were 
at a festival in Ohio where he was playing with 
Lester Flatt. Josh was like the rock 'n' roll dobro 
player, and he could just adapt to whatever 
situation he was in. We were sitting by a camp- 
fire and he came over to have a drink with his 
good-ol’-boy buddies. They told him about this 
kid who was hanging around backstage and 
who was pretty good. He came toward me with 
his guitar and handed it to me, which was 
about the biggest gesture anybody's ever made 
to me...atleast in a musical sense. He handed 
me the Holy Grail as far as I was concerned. 
This guitar that I had heard on the radio, on 
records—here I was I was holding it in my 
hands. It was like gold. After he let me play it, 
he said, “We'll see you again, kid." 


These days, it seems like everybody wants to 
jam with you. 

Well, I'm certain not everyone wants to play 
with me, but I would imagine that those that 
do reach out have certain reasons in mind. I 
have a long history of collaboration, built in 
the studio and in live playing situations. Also, 
the company I keep helps to build my own 
vocabulary in these situations. Sometimes I 
would say I am pulled into a musical conversa- 
tion because of that company or because of a 
certain party of that company. 


What is it about you as a musician that makes 
you so successful in those situations? 

I would hope it's because I'm thought of as a 
listener. To me, the most important aspect of 
jamming, or becoming an integral part of a 
recording, is being aware of what people are 


doing around you. Listening to them and 
building on a theme is where I start. If I hear 
someone start their part of this conversation 
with a very outside musical comment, I will 
begin restating a version of the melody or 
build a countermelody to give us another 
branch to climb out on and to use as a spring- 
board into building the conversation. That's 
my touchstone. 

Taking what someone else has just stated 
and elaborating on it makes for a good jam, 
and it can include as much of your own per- 
sonality and vocabulary as you care to put 
forth. Your instrument and note choices are 
important to separate you, the same as if you 
are working with a vocalist. Staying out of the 
same range as the instrument playing before 
you can help to set you apart. Usually, building 
a solo or section to an explosive crescendo 
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JERRY DOUGLAS 


ends in the higher register. Coming back down 
from a frenzy in the higher notes to lower 
notes can be anticlimactic. 


How do you communicate when you're in a 
Spontaneous situation? 

There's a lot of eyeballing that goes on. You 
can rehearse, but that goes out the window 
when you're onstage. When you're in the 
moment, you don't remember what you 
rehearsed, and yet it just takes off. When 
you're in a band, the first rule is to listen to 
what's going on around you, especially if 
you're soloing. If you're soloing, and soloing 
after each other, you become an extension of 
what came before. And after you solidify the 
extension, only then does your passage take 
over. The next person takes it from there, 
and it's like links in a chain, and sooner or 
later it gets back to the original idea. It's like 
jazz. When you build a solo, it's like putting 
a song together. You make the statement. You 
state the melody, and then you explore all 
the tangents of that melody and create 
counter melodies. Then you turn the whole 


thing inside out and hand it off to the next 
person and they do the same thing. At the 
end, it always evolves back to where it origi- 
nally was. 


You're primarily known as a bluegrass player, 
so how does that strategy differ from what 
takes place in the jam band world? 

In the jam band world you just extend the 
solos. Instead of a 16-bar solo, you go ahead 
and flesh it out and figure out what all is 
going on in there and then explore all the tan- 
gents and use your own vocabulary. You may 
have a different vocabulary than someone else 
up there. The same rule should apply to who 
you hand the baton off to, and then they take 
off in that direction and make a hard left and 
do their thing. That's what gets my attention— 
when I hear bands do that. Then there's the 
more traditional route of just playing the 
melody. If you can't play the melody of a song, 
you shouldn't improvise one. The first thing 
you have to do is know the melody of a song 
to play that melody. If not, you have no right 
to improvise. AG 


WHAT HE PLAYS 

Jerry Douglas' main instrument is a 
signature model Beard BlackBeard 
resonator with a Hipshot DoubleShot 
tailpiece and a Fishman Nashville pickup 
plus a Lollar foil pickup in the neck 
position. He also plays a Lap King Rodeo 
Steel guitar, outfitted with a Lollar foil 
neck pickup and a Supro bridge pickup. 
Douglas strings "Blackie" with D'Addario 
Nickel/ Bronze strings (.016-.056), the 
lap-steel with D'Addario XLs. 

Douglas plugs into a 1954 tweed 
Fender Deluxe amplifier, as well as an 
AER Compact 60. His pedalboard 
includes two Boss 00-3 Digital Delays, 
an Electro-Harmonix POG Polyphonic 
Octave Generator and Memory Man, a 
DigiTech Whammy (fifth generation), 
and a Paul Cochrane Timmy overdrive. 
In terms of accessories, Douglas uses a 
Beard Wave capo and 10/20 slide, and 
BlueChip JD Reso thumb picks. 


GUITAR FOUNDATION or AMERICA 
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CONVENTION & COMPETITION 
Frost School of Music 


UNIVERSITY OF MIAMI 


MIAMI, FL 


JUNE 17-22, 2019 


Hosted by 


Dr. Federico Musgrove Stetson 
and Professor and Program Director 


Rafael Padron 


Concerts | International Concert Artist Competition | International Youth Competition 
International Ensemble Competition | Guitar Summit Youth Camp | Lectures 


Vendor Expo | Private Lessons | Masterclasses | Technique Workshops 
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SSICAL LOVE STORY 


No. 3 - 1888 Antonio De Torres 


Matilde took her usual seat at The Royal Conservatory 
of Music in Madrid. She sat front row to make sure 
he saw how much she loved his playing, he did not. 


"Years later, In Paris, even though ۱ knew Emilio was 
there, | had no desire to meet him. One afternoon 
however, | met him a at a friend's house and ... 
nothing, we got married." . La Voz, 1-17-1929 


Matilde Cuervas and Emilio Pujol were married until 
her death in 1954. They shared life, art, and this 
| Е 1888 Torres for 31 years. 


— _ Find this and other timeless instruments at 
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Cole Clark's 2-Series 
Fat Lady Acoustic Guitar 


Cole Clark's 2-Series Fat Lady is 
uniquely constructed from solid, 
sustainable Australian Blackwood 
for a balanced response that pairs 
perfectly with their class-leading 
pickup system. 


ColeClarkUSA.com 


G7th Heritage Capo 


This beautiful stainless steel yoke-style 
capo features G7th's groundbreaking 
Adaptive Radius Technology which 
adapts to any fingerboard and any fret 
on it, infinitely adjusting to match the 
radius on your instrument to guarantee 
even pressure over the strings, for 
unrivalled, in-tune and buzz-free use. 
Available in Standard and Wide widths with a free leather pouch, and 
is also available with various custom engraving options. 


G7th.com/Heritage | hello@g7th.com 


The T-Shirt Club for Guitarists! 


Wear your passion for all things 
guitar with a subscription to 
GUITAR SHOP TEES. Each month 
subscribers receive a limited edition 
T-shirt from one of the world’s very 
best guitar shops along with special 
offers and amazing extras! Perfect 
for every guitar player, collector and 
fan! Only $25 per month. 


(516) 584-4283 | guitarshoptees.com 
info@guitarshoptees.com 


Align Series Session Acoustic Pedal 


The Align Series Session enhances your 
acoustic pickup and imparts the rich sonic 
character that you'd expect from an 
experienced audio engineer using some 
of the world's finest studio gear. We've 
captured this studio magic and put 
it into a compact, easy-to-use 
acoustic pedal that will 
transform your live sound. 
MAP: $179 


Irbaggs.com 
(805) 929-3545 


Authentic Acoustic SP ® Strings 


Martin Authentic Acoustic Strings are engineered 
with the performer in mind and they will always 
stand up to rigorous practice and performance 
schedules. We start with our highest tensile- 
strength core wire, then tin-plate it on all six 
strings for added corrosion resistance; because 
what you don't see matters! When coupled with 
our highest quality wrap wire you get consistent rlin 6 
true tone that you can count оп song after song. бус 2 
Available in 80/20 Bronze and 92/8 Phosphor EST. 1933 
Сипар, єтї“? 


Orange Tube Acoustic Pre Amp 

The Orange Acoustic Pre is the world's first stereo valve acoustic 
preamp/active DI, offering supreme clarity and unrivalled 
performance for uncompromising performers. Engineered for both 
stage and studio use, this valve design affords acoustic players the 
same warmth, natural 
compression and rich 
harmonics previously 
only available to electric 
guitarists and hi-fi 
audiophiles. 


269 өөө | 
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Bronze. orangeamps.com 
martinguitar.com/aa info@orangeusa.com 
PRS Acoustic Tee PRS Premium 


Celebrate your love of PRS 
acoustics with a comfortable, 
stylish tee. 100% airlume combed, 
ring-spun cotton. Small - 2XL 
sizes available 


prsguitars.com 
custserv@prsguitars.com 


Leather Straps, 
Embroidered Birds 


A beautiful 2” premium leather strap 
with bird embroidery that is truly 
worthy of your favorite guitar. Will 
fit electric and acoustic instruments. 
Available in Black and Burgundy. 


prsguitars.com 
custserv@prsguitars.com 


SPECIAL ADVERTISING SECTION 


PRS SE 20 Series 
Acoustics 


The PRS SE 20 Series acoustics pair 
mahogany back and sides with a 

solid spruce top for warm, balanced 
tone. When matched with traditional 
*X" bracing, which allows the top to 
vibrate while providing stability, the SE 
AX20E has a punch that stands alone 
beautifully or cuts through the mix. 


prsguitars.com 
custserv@prsguitars.com 


PRS SE 40 Series 
Acoustics 


The PRS SE 40 Series acoustics pair 
ovangkol back and sides with a solid 
spruce top for full, lush tone. When 
matched with PRS hybrid“X”/Classical 
bracing, which allows the top to freely 
vibrate, the SE A40E’s voice projects 
with breathtaking volume and delicate 
nuance. 


prsguitars.com 
custserv@prsguitars.com 


PRS SE 50 Series 
Acoustics 


The PRS SE 50 Series acoustics pair maple 
back and sides with a solid spruce top 

for stunning warmth and depth. When 
matched with PRS hybrid"X"/Classical 
bracing, which allows the top to freely 
vibrate and project, the SE A50E has an 
uncommon 3-dimensional character for a 
maple back and side guitar. 


prsguitars.com 
custserv@prsguitars.com 


SpiderCapo: The Studio Grade Capo 


With SpiderCapo you can fine tune 
each string for exact intonation, 

while the patented design optimizes 
sustain and full tone. Capo each 
string individually for hundreds 

of open string tunings-without 
de-tuning your guitar. SpiderCapo 

fits any standard 6 string guitar. It 
weighs only one ounce while leather 
pads protect the neck. NAMM 

Winner, “Best in Show”. Street: $29.95. 
Creative Tunings Inc. 

(845) 679-3391 | spidercapo.com | spidercapo@gmail.com 


RightOn! “Roadrunner” Collection 


Designed with simplicity in mind, 

the innovative and eye-catching 
Roadrunner Series features slim, 
comfortable straps that are perfect 
for acoustic instruments. Roadrunner 
straps feature RightOn’s metal tri- 
glide adjustment for quick easy length 
adjustment and durable high quality 
leather end tabs complete with a 
convenient pick holder! 


rightonstraps.com/en/collection-roadrunner-guitar-bass-straps 


Take a Musical Journey to Spain 


For the musician or music lover, the r 
word Spain is practically synonymous 
with the word guitar. Join our local 
guides and Thérëse Wassily Saba, 
guitarist and long-time editor at 
Classical Guitar magazine, and go 
behind-the-scenes with guitarists, 
luthiers, and cultural experts. 

Travel with us May 4-14, 2019. See 

the full itinerary and register today. 


stringletter.com/spain 
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Holiday Songs for Fingerstyle Guitar 


Get ready for the holiday season with 
12 unique fingerstyle arrangements of 
classic songs from the Thanksgiving, 
Christmas, and New Year's traditions. 
From "Silent Night" to "Deck the Halls," 
this collection will have you ready and 
prepared as the season sneaks up! 


HOLIDAY 
SONGS 


store.acousticguitar.com 


Acoustic Guitar is Going Back to Cuba! 


Join us for a very special, all-inclusive, 
musical journey to Cuba! Meet with 
musicologists from the University of 
Havana, visit recording studios, the 
island's premier jazz and music clubs, 
and enjoy Cuban music and cuisine. 
This weeklong all-inclusive tour will 
allow you to experience the music and 
culture of Cuba in a way few have before. 
December-8315,-2018-SOLD OUT 

March 16-23, 2019 


stringletter.com/cuba 


Раск 
and Ship 


BY MAMIE MINCH 


f you ship and receive guitars regularly, over 

time you'll see evidence suggesting every 
manner of weird accident. A shipping box 
might appear to have been crushed by a heavy 
object or punctured by an errant forklift whose 
operator was having a bad day. Or a box might 
look as if a bunch of Sasquatches had played 
with it—my best guess as to what happened to 
a client's Harmony on the way to my shop! You 
can't control everything that happens to a 
guitar while it's in transit, but there are steps 
you can take to protect the instrument during 
shipping and handling—and to protect yourself 
from the heartaches and hassles that come 
with shipping damage. 

First, a word about having your instrument 
packed at a shipping store: I don't recommend 
it. Here's the rub: While a lot of the damage I've 
seen has happened when a shipping store did 
the packing, none of the guitars that Гуе pre- 
pared for shipment have been harmed in 
transit. Stores that do the packing for you often 
offer guaranteed reimbursement for any 
damage that occurs in transit, but don't mess 
around. I recommend doing it yourself to make 
sure it's done right. Here's a step-by-step guide 
to packing your guitar well enough to with- 
stand that sasquatch touch football game! 


First, get the right box for the job—a 
good way to find one is by hoofing it to your 
local guitar store. If the shop sells new gear, 
then it receives guitars shipped in boxes just 
like the one you need, and you can often get 
one for free. It should be a sturdy cardboard 
box, just the right size to accept a hardshell 
case with padding around every dimension. 

If you're lucky, you'll also be able to score 
the cardboard inserts that pad below the rear 
end and to either side of the neck. In lieu of 
the inserts (or to supplement them), you'll 
need other packing materials—newspaper or 
other sturdy paper, large bubble wrap, or 
pieces of foam—and two-inch, heavy-duty 
packing tape to close the whole thing up. I 
don't recommend using Polystyrene peanuts 
as packing material. They're terrible for the 
environment, they get everywhere, and they 
can shift such that a guitar case comes into 
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It's important to add packing material all around the 
guitar so that it doesn't move inside the case. 


contact with the walls of the shipping 
carton—exactly what you are trying to avoid. 

If you don't have a music store nearby, you 
can order a box online specifically designed for 
guitars. Another more economical possibility is 
to find a discarded shipping box from a large 
appliance and cut the cardboard into the per- 
fect-sized shipping carton yourself. Just make 
sure it's big enough to fit your case with three 
or four inches added in each dimension. 


Your next step is to do a really bang-up job 
of packing the guitar in its case—ideally, a sturdy 
hardshell. Cases with arched tops are the stron- 
gest, but any hardshell should be protective 
enough. If you have a chipboard case, you'll have 
to be extra careful with packing materials. 

Make sure that any parts on the guitar that 
could cause damage during shipping are 
removed. First, carefully extract the endpin and 
put it in your case's string compartment. If the 
rear end of your guitar were to take a hard 
whack during shipping, the endpin would bear 
the brunt of the impact, and the instrument 
could end up with rib cracks spreading out 


from the endblock—no fun! If you have a mag- 
netic soundhole pickup, remove it. The output 
jack and internal wires can stay put. 

Slacken the strings on your guitar—this is 
one way to help prevent headstock damage in 
the event that your package takes a nosedive 
in transit. If you're sending an archtop, remove 
the floating bridge, secure the two pieces with a 
rubber band or tape, and put it in the case. 
Then, wrap some padding around the tailpiece 
to protect the soundboard. Lastly, add some 
padding inside the case compartment so that the 
parts you've safely stowed there aren't banging 
around and at risk of being damaged. 


Now secure the guitar really well inside 
its case, so well that it's completely immobi- 
lized. This part of the job is absolutely crucial— 
especially around the headstock, the area most 
vulnerable to shipping damage like a nasty 
crack, or whiplash, as the luthier and repair 
expert Paul Hostetter calls it on his great 
website, lutherie.net. 

Start by padding behind the headstock. Insert 
enough bubble wrap, crumpled newspaper, or 


BILL EVANS 


foam so that you have to press on the guitar a 
little to get it to sit where it usually wants to. If 
you're concerned about foam or paper marring 
a perfect finish, use a clean T-shirt against the 
guitar and put the padding between the shirt 
and the case. 

Make sure to add material all the way 
around the edges of the headstock so that it can't 
move laterally, either. Pad the top of the head- 
stock equally well—you should have to press on 
the top of the case to get it to close. This is 
crucial: suspending the headstock in packing 
material that will absorb impact is the key to 
protecting it if the shipping box were to do a 
belly flop, tip over, or land hard on its front. 

Moving on to the body, if there is any 
room for it to wiggle around, put some soft 
packing material behind and on top, and pad 
all the way around the body. Take a moment 
to make sure there is protection between the 
endblock and the inside of the case. Your 
work is done when you need to use some 
extra pressure to close the case. Give it a 
shake—with the latches closed!—to make 
sure the guitar is held completely secure. 


Putting your case inside the shipping box 
involves a similar process: With the box standing 
upright and open at one of the small ends, place 
an inch or two of good packing material at the 
bottom to create a cushion between the box and 
the rear end of the case.Slowly lower the case 
in, and keep adding padding anywhere that it 
will go—to either side of the body, up on either 
side of the neck so that the whole thing can't 
move, and in the skinny areas in front and back 
of the case. Make sure there are a couple of 
inches of good padding between the headstock 
end of the case and the top of the box as you 
replace the flaps and close it up. The goal is to 
have the guitar immobile in its case, and the 
case immobile in its box. 

By the way, I don't recommend shipping a 
guitar without a case, but if you're in an abso- 
lute pinch, you can build a smaller cardboard 
box that surrounds the guitar and pack it very 
sturdily inside, then put the whole thing in the 
bigger shipping box with packing material 
around it: a box within a box. If you take this 
route, be really thorough with the packing 


material—go wild—and know that there's 
nothing but cardboard and newspaper protect- 
ing your beloved instrument from that forklift! 


Now it's time to ship your guitar. Гуе had 
the best luck using UPS, with USPS Priority Mail 
close behind. Whichever service you go with, 
consider what day of the week you ship a guitar. 
If you use UPS 3 Day Select, for example, send it 
on a Monday or Tuesday. You don't want to 
chance the instrument spending the weekend in 
a shipping facility or packed into a truck. This is 
especially important to think about when it's 
really hot or really cold outside in any of the 
regions the box may pass through. 

Finally, make sure to insure the guitar for 
its full replacement value and to record your 
tracking number. A neat feature of shipping 
these days is that you can go online and track 
your guitar's progress along its route. If you 
take these packing precautions, you can rest 
easy knowing that you've done your part in 
ensuring that your guitar will make its voyage 
in one piece. АС 
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THE BASICS 


Gimme 
Five 
How to build pentatonic scales 


up and down the fretboard 
BY GRETCHEN MENN 


THE PROBLEM 


You are stuck in one pentatonic scale shape, 
and anything too far up or down the neck from 
that familiar shape is uncertain territory. 


THE SOLUTION 


Use an understanding of theory combined with 
your fretboard knowledge to conceptualize 
pentatonic scales, and then map them out 
across the neck. 


he pentatonic scale is everywhere. Its 

characteristic sound is useful in a wide 
variety of genres. Yet one particular shape of 
the pentatonic is far and away the favorite 
among guitar players. You know the one. You 
could write an entire course based around 
classic riffs, lines, and solos derived from the 
single shape shown in Figure 1. This lesson 
isn't to bash this comfort zone for so many of 
us, but rather to encourage a little exploration 
and a more balanced pentatonic vocabulary. 

If you've never played a pentatonic scale 
and have no idea what I'm talking about, fear 
not. As in all the lessons in this series, you'll 
build your way up from the essential theoretical 
fundamentals and then apply them to the 
guitar. If you've been following these lessons, 
the work you've done on major and minor 
scales will serve you well here. 


LEARN THE THEORY 
As the name implies, the pentatonic scale 
is made up of five notes—penta (five) tonic 
(tone/note). There are both major and minor 
pentatonic forms. We have been using the 
major scale as a point of reference for deriving 
other scales, and that's again where we will 
start. Remember, the formula for the major 
scale is 1 2 3 4 5 6 7 (8) orWWHWWWH. 
To build a major pentatonic, omit scale 
degrees 4 and 7: 1 2 3 5 6 (8). To build a 
minor pentatonic scale, leave out scale 
degrees 2 and 6, and use the minor third and 
minor seventh (commonly referred to as b3 
and b7). So the construction of the minor 
pentatonic scale is 13 4 5 ۱7 (8). 
You may have noticed that deleting these 
scale degrees also does away with half steps, or 
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minor seconds (e.g., from E to E B to C, etc.). 
The absence of this most tense interval helps 
give the pentatonic scale its characteristic 
sound. You're left with whole steps and minor 
thirds (the distance of a whole step plus a half 
step). The formula for the major pentatonic 
scale is W W m3 W m3 and that for the minor 
pentatonic is m3 W W m3 W. 


TRANSFER TO THE FRETBOARD 
Let's apply all that. Pick a key—start with 
C major. Write it down somewhere, both the 
notes and scale degrees, as in Example 1a. 
Delete degrees 4 and 7 (Example 1b) to build 

the C major pentatonic scale (Example 1c). 
Now look for the scale on the fretboard. 
Find C on the low E string. Stay in one posi- 
tion and work your way up, finding all the 
notes of the C major pentatonic until you hit 
the highest note that is part of the scale on the 
high E string. The end result should look like 
what's depicted in Example 2. As you play, be 
mindful both of which note you're playing 
(E, G, etc.), as well as its relation to C (the 


Figure 1: Minor pentatonic scale 


Gretchen Menn 


third, fifth, etc.). Once you're solidly oriented, 
you can memorize the scale shape, but don't 
discard the theory that got you there. You'll 
also find that the pentatonic scales all fit 
nicely into two-note-per-string patterns. 
MOVE TO THE MINOR 

Ө Now try the C minor pentatonic scale 
using the same steps. As shown in Example 
3a, first write out the C natural minor scale, 
then delete the second and sixth degrees 
(Example 3b) to arrive at the minor penta- 
tonic (Example 3c). Map out the minor 
pentatonic on the fretboard—see Example 4. 
Look familiar? It's the go-to minor pentatonic 
shape. But now you know how it was built, 


meaning you'll be able to form the other itera- 
tions of the same scale up and down the neck. 


CONSIDER THE RELATIVES 

Remember the concept of relative 
keys—those sharing the same notes? Again, 
every major key has a relative minor, and vice 
versa. This concept is useful in thinking about 


HUGH O'CONNOR 


pentatonic scales as well. С major and А 
minor, for instance, are relative keys. Example 
5a shows the C major pentatonic scale (C D E 
G A C) next to the A minor pentatonic (A C D 
E G A) scale, and similarly, Example 5b shows 
G major (G A B D E F) pentatonic and E minor 
pentatonic (E G A B D E). 

Keep in mind that while the two scales 
share the same pitches, they have distinct 
sounds, as the harmonic context changes the 
meaning of each pitch. Try playing the notes of 


C major pentatonic over a static C major chord, 
and then do the same thing with the same 
notes over an A minor chord. Hear it? 

Your independent mission, should you 
choose to accept it—and you should!—is to go 
through the process of constructing and then 
connecting the major and minor pentatonic 
scales across the fretboard, just as you did with 
major and minor scales. You have a head start, 
as you tackled two of the five scale forms here. 
It might have occurred to you to just play the 
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major and minor scales you already know, 
leaving out scale degrees 4 and 7 for the major 
pentatonic scale and 2 and 6 for the minor pen- 
tatonic scale. Go right ahead. And you may 
notice in doing so that the scale also takes on 
its own form and character. I recommend being 
able to see the pentatonic scales independently, 
as well as in relation to the full major and 
minor scales. As I’ve said before, the best way 
to have good orientation is to embrace and 


overcome disorientation. AG 


Example 1a Example 1b Example 1с 
C major scale Delete degrees 4 and 7 C major pentatonic scale 
 ——- s ——Àa —— 
а 
e ے‎ — = e Ф = Ф i 
Ф 5 Ф е e е — 
1 2 3 4 5 6 7 (8) 1 2 3 Z 5 6 Ж (8 1 2 3 5 6 (8) 
Example 2 
C major pentatonic scale, position VII РЧ 
e е Р г > e 
e S анаа 
Ф інн 9 
8——10——8 
8---10 10---8 
7 9. 9. 7 
7 10 10—7 
7 10 10—7 
8---10 10—8 
Example 3a Example 3b Example 3c 
C natural minor scale Delete degrees 2 and 56 C minor pentatonic scale 
ے‎ и ے‎ n——áá—, 
e. e P سے‎ 
1 2 53 4 5 6 b7 (8) 1 Z 3 4 5 uf b7 (8) 1 53 4 5 b7 (8) 
Example 4 
C minor pentatonic scale, position VIII Бө 
be عم‎ = > e 
e bø 1 — 
was pe ө = 
— Él oe Ф 
8—11 8 
8—11 11 8 
8 10 10 8 
8 10 10---8 
8 10 10---8 
8---11 11 8 
Ехатріе Ба Example 5b 


C major pentatonic scale 


A minor pentatonic scale 


G major pentatonic scale 


E minor pentatonic scale 


سے 


e 


e 


LI 


AcousticGuitar.com 45 


George Harrison's "Му Sweet Lord" makes good use of the ii-V progression. 


The Almighty ii-V 


BY JANE MILLER 


iven the guitar's well-established role as 
G an accompaniment instrument, it 
behooves acoustic players to learn a lot about 
chords. Backing up your own singing or 
someone else's means you've probably recog- 


In learning the ii-V progression, if you 
usually use a pick, try playing finger- 
Style. If you only have played with your 
fingers, try a flatpick. Be creative with 
the rhythms and just practice getting 
used to the feel of the new technique. 
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nized familiar chord progressions that occur 
throughout popular music. As you add songs 
to your repertoire, you'll likely notice that a 
lot of them use not only the same chords, but 
chords in the same order. 

Chord progressions are typically indicated by 
Roman numerals so that they can be thought of 
and played in any key. For example, the chord 
progression G-C-D is a I-IV-V in the key of G. 
G is the I chord; count up four notes in the 
С major scale (G A B C D ЕЕ to arrive at C (IV), 
and next is D, or V Once you know that trick, you 
can transpose to any key by using the numbers. 
So, a I-IV-V progression in the key of C is C-F-G. 

One of the most common chord progres- 
sions in all styles of popular music is the ii-V. 


In any major key, the ii chord is a minor triad 
or a minor seventh chord. The V chord is a 
major triad or a dominant seventh chord. So in 
the key of C, the ii-V is Dm-G or Dm7-G7. 

Since the ii-V progression is found all 
over so many styles—it's ubiquitous in jazz 
standards, for example—it's well worth learn- 
ing some chord forms to play in a variety of 
contexts and complexities. This month's 
lesson will show you some basic ways to play 
a ii-V, as well as some spicy variations on this 
essential progression. 


Think of the George Harrison song “Му Sweet 
Lord" (see arrangement on page 56) to get the 
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| WEEK 1| 
Example 1a Example 1b 
Am D Am D7 
x02310 xx0132 x02310 хх0213 
FH 
[IJ 3 11 Ф 
4 эй : ө 
iE ےس سے سے سے‎ = >= ЕН 
3 — 2 | — ?1 | 
0 2 0 2 
1 3 1 1 
2 Z “—2 — رو يرير 2ي يروي يرح‎ 
2 0 2 0 
0 0 
Example 2a Example 2b 
Em A Em7 A7 
023000 x01230 023040 x02030 
[I] eec [I] ° 7 
а | | == 
sE == ڪڪ‎ 
Г ү] | 226 | ИГ | 
0 0 0 0 
0 2 3 2 
0 u “—2 — 0 on у 
2 2 2 2 
2 0 2 0 
0 0 
Example 3 
Dm G7 C Ста)? 
хх0241 320001 х32010 х32000 
Ф ¿ i* 
: вето 
eH سے‎ == H : ق‎ 
1 1 0 0 0 
-3 0 1 1 0 
N ии “—0 0—— مے سے‎ + 
-0 0 2 2 2 
2 3 3 3 
3 
Example 4 
۲۰11 B7 ٢۲۳1۸1 87 
2х3400 х21304 2х3400 х21304 
[LIE IJ 91919 (3111 ФФ 9 
$ а : 25 = — 9 ض ے ہے‎ L^ 
22? Фе - Фе - зе oe 
= 7 р £ — $ — * 7, 7, | 7--З 
© 9 ә 
2 2 0 2 
0 0 0 0 0 0 
2 2 2 2 2 ии 2 
2 2 1 1 2 1 
2 2 2 
2 2 2 
Cont. on p. 48 
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sound of a ii-V in your mind's ear: Am-D 
(Example 1a). That's a ii-V in the key of G 
major, and іп "Му Sweet Lord,” it eventually 
resolves to the I chord (G). Example 1b uses a 
D7 chord in place of D. Notice that this makes 
an easier change between the ii and the V, 
since your first finger stays in place as a 
common tone between the Am and D7 chords. 
The D7 chord sounds a little more interesting 
than the D, too. 

Example 2a is a variation on Ex. 1, this 
time in the key of D major. You can still use 


Beginners' Tip #2 


Try the examples in Week Two very 
slowly and pay careful attention to the 
fingering suggestions. Once you can 


train your fourth finger to stay on the 
third fret of the B string when changing 
between Bm7 and E7 chords (as in Ex. 
5), you'll have a good habit for all chord 
changes with common tones. 


open-position chords, even when switching to 
seventh chords, as in Example 2b. Example 3 
shows a mix of triads and seventh chords being 
used to good effect in the key of C major: 
Dm-G7-C. In the interest of efficiency, keep 
your first finger on the first fret when you 
switch from the Dm to the G7 chord. Again, you 
can resolve the progression after a few repeats 
to the I chord (C/Cmaj7). 


WEEK TWO 

In this week's lesson, you'll play some ii-Vs 
with voicings containing open strings, rather 
than more common barre chords. Take the key 
of E major, for example, with a ii-V of F#m7- 
B7. In Example 4, you'll see that you can 
substitute F#m11, using the open B string as 
the tension or even the optional open high E 
string as the flatted seventh. Switching to B7 
will be easiest if you use your second, third, 
and fourth fingers for the F#m11 grip. Your 
first finger should be ready to drop down onto 
the fourth string while your second finger 
moves over by one string to play the new bass 
note, B. If you're using a pick, make sure to 


mute the fifth string on the F#m11 chord; if 
you play fingerstyle, you can avoid the A 
string until you play the B7 chord. 

Another unexpected way to play a fairly 
easy voicing on the guitar instead of a barre 
chord is the James Taylor-sounding ii-V-I in A 
major shown in Example 5. Notice that you can 
keep your fourth finger down on the note D 
(string 2, fret 3), for the common-tone advan- 
tage when changing to E7. Likewise, keep your 
third finger on the second-fret СЁ when switch- 
ing between the A and Amaj7 chords. 

Example 6 might remind you of Ex. 4, 
since the chord forms are based on similar 
voicings. The difference is that you'll use your 


Beginners’ Tip #3 


This would be a good time to review 


bass notes and barre chords. Power 
chords will be just as effective for 
committing the bass notes on the fifth 
and sixth strings to memory. 
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Example 5 Example 6 
Bm7 Ез А Атат Gm11 Ст 
х2034х  02014x х01230 х02130 2х341х х3241х 
ele [] [II ФФ Фф 


12 


F та)? 
хх3210 


sipe ee р о ` 
= : [>]: Z р Т.Я ЕЕ НЕЕ T8 
ж їл 2 1 <> تق‎ 7P 
` — 3 х ГД SEU 
0 0 0 
—3 3 2 2 —1 1 1 
=: 1 21 سس‎ из ےر ےر ے‎ ә 
2-0 0 2 2 3 2 ЯЗ 
2 2 0 0 3 
0 3 
| WEEK 3 | 
Example 7 
Gm11 Ст Amit Do Ат11 و0‎ Gm14 
2х341х х3241х 2X341x х2134х 2х341х х2134х 2х341х 
(1111 [NK IJ атт CIKI J 
= : 2 —Q— 
= НЕЕ ЕЕ: ЗЕЕ E 
= | 7 | V < | / ГЕ у | »- 
1 1 3 5 5 3 5 1 
з و چ ہے ے چ ا ےھ يرو ہے ے‎ 5 и 3 
3 : 5 Ч Е 5 5 3 
3 5 5 3 
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Example 8a 
Cm7 F13 Dbm? Gb43 Dm7 G13 Ebm7 ۸13ھ‎ 
x2134x 1x234x x2134x 1x234x x2134x 1x234x x2134x 1x234x 
(1 (1 чө s + Ф m 
919 CIK 6 ° 
(1 
Ф Ф 
1 bed 2 1 bed 2 22 ура 2 
De 2 © = 2 2 = 
5g Е -— Е 2 2 5 =: 
= b = © 
4 3 5 4 6 5 7 6 
3 2 4 3 5 4 6 5 
1 1 2 2 3 3 4 4 
3 4 5 6 
1 2 3 4 
Example 8b Example 8c 
Cm7 F13 Dm7 G13 Em7 A13 Cmo F13 
х2134х 1х234х х2134х 1х234х х2134х 1х234х х2134х 1х234х 
9 t. тп $ T. ee fr. 
ФФ 5, ее ПАК] ele 7% 9199 7% 
© Ф * 
Ф 
| Z 2 | | 
1 b=: = I 
52 5 2 2 #2 E а 
52 a 2 = 2 5 58 © 
є © 2) = 
4 3 6 5 8 7 3 3 
3 2 5 4 7 6 3 2 
1 1 3 3 5 5 1 1 
3 5 7 3 
1 3 5 1 
Example 9 Example 10a 
Ame Do 007,5 G79 Cm7 
2x134x X2134x х1324х х2314х х2134х 
Coo coo е[е[| 5 fr. Ф fr. 
919 ° 
919 
Ф [] 
°° 
g $ : Jn by : : 1 d X» 
نے == = == == == ڪڪ ڪڪ‎ 
2. I | | 8 
‚Б 5 6 6 6 4 
5 у у у 5 у у у 5 5 4 3 
—4 4 6 6 6 1 
5 5 5 5 3 
5 
Example 10b Example 11a Example 11b 
۸۳75 D79 Отт Отт›5 67,9 Ста)? АттьБ  Отьо С та)? 
2х341х х2131Х 2x333x х1324х х2314х х1324х 2x341x х2131х 1х342х 
по [Tr ИП e[e 5 fr. 4 fr. ф СО по 
¿a Ф [I] 
Ф Ф ap 
ای‎ J Ф Ф166 ele 
+ | -d | | 
== 8 2 —= 2 нэ 
2 = 22 a = 2 2 
= хэ © хэ 
4 4 3 6 6 5 4 4 3 
5 5 3 5 4 4 5 5 4 
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first finger on string 2 for Gm11 grip, instead 
of what was the open B string on the 1 
chord. And you'll leave that finger in place to 
play the C7 chord. The resolution to the I 
chord (Fmaj7) in bar 3 brings back the use of 
an open string, this time the high E, which is 
the major seventh of the Fmaj7 chord. 


WEEK THREE 
Moveable chords are useful because they allow 
for playing in any key using grips that you 


Beginners' Tip #4 


You can easily form an Am6 chord by 
starting with a basic open A-minor grip 
and adding your fourth finger to the 


second fret of the high E string, which 
is an F#, or the chord's sixth. Lift your 
second finger from the Am6 shape, 
Strum strings 4—1, and you'll have a D7 
chord, for a ii-V (Am6-D7). 


might already know. Not all moveable chords 
are barre chords, but all barre chords are move- 
able chords! As long as you don't include any 
open strings, a chord is moveable. Example 7 
shows that the voicings from Ex. 6 are move- 
able by relocating the roots, just like you would 
do with basic barre chords. Note the introduc- 
tion of a fifth-string-rooted ninth chord 
(D9)—a common voicing for the V chord. 

Happiness is finding economical fretting- 
hand movements, some ii-V examples of which 
are shown in Examples 8a-b. Starting on Cm7 
with the root (C) on the fifth string, and then 
switching to F13 with the root (F) on the sixth 
string, you can work your way up the neck in 
half steps (Example 8a) or whole steps 
(Example 8b). Make it even jazzier by chang- 
ing the minor seventh chord to a minor ninth 
(Example 8c), and continue the pattern up the 
fretboard in half or whole steps. 


WEEK FOUR 
In the style of Gypsy jazz, Example 9 takes you 
back to playing the ii chord with its root on the 


TAKE IT TO THE NEXT LEVEL 


Here's a short chord etude that puts the ideas from all 
of this lesson's examples into context. These colorful 
voicings lend themselves to bossa nova accompaniment, 


ЕттьБ Вртьэ 


х1324х 
eje] 8 fr. 


x2314x 
ФГ] 7 fi 


r. 


patterns. 


Ebm7 


х2134х 
ФГ] 4 fr. 


sixth string. This time, the quality of the Am6 
instead of an Am7 adds some sophistication to 
the progression. Notice the subtle change in 
moving to the D9 when you only need to move 
the bass note from A to D. Again, these are 
both moveable chords. Pay attention to the 
blocking of the fifth string on the Am6 chord if 
you're using a pick. 

Minor keys often use a iim7b5-V759 pro- 
gression as a way to get to the i (minor) chord. 
This concept is shown in the key of C minor in 
Example 10a and G minor in Example 10b. 
Notice that the G7b9 chord has the same fin- 
gering as Ddim7. A nice variation on the minor 
ii-V is to resolve to a major I chord instead of 
minor, as in Examples 11a-b. 


Jane Miller, a guitar professor at Berklee 
College of Music, has performed and presented 
master classes around the world. Miller is the 
author of Introduction to Jazz Guitar (Berklee 
Press/Hal Leonard, 2015). Her latest album of 
original music, Boats, is available on her 
website. janemillergroup.com 


as shown in the example’s syncopated rhythms, but feel 
free to try the etude with your own favorite picking-hand 
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ACOUSTIC CLASSIC 


Joy to the World 


A Christmas anthem receives a sophisticated fingerstyle treatment 


BY SEAN MCGOWAN 


«Сү oy to the World" is a Christmas anthem 
J that tells of the coming of Christ in the 
words of English theologian Isaac Watts. Promi- 
nent 19th-century American church musician 
and educator Lowell Mason composed the music 
for the tune based on melodic strains and motifs 
from George Frideric Handel's oratorio 
masterpiece Messiah. While this song is typically 
performed with a large chorus of singers accom- 
panied by an organ, it works beautifully for solo 
fingerstyle guitar. 
This arrangement is set in dropped-D tuning 
in the key of D major, adding power to the 
melody and chords with a resonant low-D pedal. 


As you'll notice in the intro (bars 1—4), this 
arrangement features a lot of triadic move- 
ment—apply careful practice to moving those 
triads around the neck, ensuring a clear sound. 
Try to imagine your guitar as a chorus of singers, 
and allow the two open D strings to sustain and 
ring out like the sound of a church organ. 
Experiment with different fingerings for the 
triads in measures 1-4, 25-31, and 37-49, as 
well as the double-stop melodic figures that can 
be found throughout measures 5-24. Measures 
33-36 feature the melody accompanied by a set 
of triad voicings that omit the second string. 
Get your picking hand ready for this at the 
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Sean McGowan 


beginning of measure 33 by lining up your ring, 
middle, and index fingers with the first, third, 
and fourth strings, respectively. 

Keep an eye out for some tricky rhythmic 
syncopation between the picking-hand fingers 
and thumb in measures 17-20, and again in 
measures 37-40. You may want to practice the 
bass and treble parts independently to establish 
the groove of each before attempting to play 
them together. 


This arrangement is excerpted from Sean 
McGowan’s Holiday Songs for Fingerstyle 
Guitar, available at store.acousticguitar.com. 
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TRADITIONAL, ARRANGED BY 5ЕАМ MCGOWAN 


JOY TO THE WORLD 


Tuning: DADGBE 
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Make sure it's you they're hearing. Clear, natural, 
powerful sound delivered with room-filling 180° 
horizontal coverage. What else could a performer 


ask for? How about a quick, easy to setup portable 


unit that's lighter than most in its class. You ask, 
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READERS’ PICK 


My Sweet Lord 


BY ADAM PERLMUTTER 


he song "He's So Fine," written by Ronnie 

Mack and recorded by the Chiffons, was 
at the top of the charts in England in 1963, 
the same year that saw the onset of Beatle- 
mania. Years later, in 1976, the ex-Beatle 
George Harrison was found guilty of plagia- 
rizing this pop confection, albeit subcon- 
sciously, for “Му Sweet Lord," from his 1970 
triple album АП Things Must Pass. 

It's true that both songs share a similarly 
breezy melody, supported by a repeating ii-V 
verse progression, but “Му Sweet Lord" 
occupies a place of its own in terms of 
instrumentation—with producer Phil Spec- 
tor's Wall of Sound treatment and Harrison's 


distinctive slide-guitar work—not to mention 
subject manner, praising the Hindu god 
Krishna, while at the same time implicitly 
criticizing sectarianism. 

“Му Sweet Lord" is arranged here as a 
strum-along, and the song hold ups nicely in 
this setting, despite the lushness of the origi- 
nal studio recording. The basic accompani- 
ment pattern—which kicks off in the key of D 
major but sounds in E due to a capo at the 
second fret—appears in notation in the first 
two bars of the intro. (Note that later in his 
career, Harrison played the song live without 
a capo.) As indicated, try strumming in a con- 
tinuous down-up, eighth-note motion, while 


30008076 C3 


George Harrison 


adding emphasis to the indicated beats. 

In the middle of the bridge, the song 
modulates up a major second, to the key of E 
major, via a B7 chord (which is the V7 of 
E)—a pretty slick harmonic device that gives 
the song an emotional lift. (“He’s So Fine,” 
on the other hand, sticks to the key of 
G major throughout.) 

As a bonus, Гуе included the notation for 
the slide parts in the intro, originally played on 
the electric guitar but doable on the acoustic. 
Keep in mind that the last few measures, which 
are harmonized in thirds, would require a 
second slide guitarist, as most of the dyads are 
not located at the same fret. AG 
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MY SWEET LORD 


WORDS AND MUSIC BY GEORGE HARRISON 


Chords, Capo II Intro 
E A D B 
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Em A Em A Em A 
1. My sweet Lord 2. My sweet Lord 3. Му sweet Lord (Hallelujah) 
Em A Em A Em A 
Hm, my Lord Hm, my Lord Hm, my Lord (Hallelujah) 
Em A Em A Em A 
Hm, my Lord Hm, my Lord My sweet Lord (Hallelujah) 
Chorus Chorus Bridge 
D Bm D Bm D 
І really want to see you І really want to know you Really want to see you 
D Bm D Bm D7 
Really want to be with you Really want to go with you Really want to see you 
D D B7 
Really want to see you, Lord Really want to show you, Lord Really want to see you, Lord 
Didim7 Em A "07 Ет А Е 
But it takes so long, my Lord That it won't take long, my Lord (Hallelujah) Really want to see you, Lord 
Fdim7 F#m B 
But it takes so long, my Lord (Hallelujah) 
Cont. on p. 58 
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Cont. from p. 57 


4. 


Fim B 
My sweet Lord (Hallelujah) 


Fim B 
Hm, my Lord (Hallelujah) 


Fim B 
My, my, my Lord (Hallelujah) 


Chorus 
E Сїт 
| really want to know You (Hallelujah) 


E Cim 
Really want to go with you (Hallelujah) 


E 
Really want to show you, Lord (Ah) 


Fdim7 F#m B 
And it won't take long, my Lord (Hallelujah) 


Ет B 
Hm (Hallelujah) 


Fim B 
My sweet Lord (Hallelujah) 


Fim B 
My, my, Lord (Hallelujah) 


Interlude 
E Сїт 
Е Сїт 


Fim B 
Hm, my Lord (Hare Krishna) 


Fm B 
My, my, my Lord (Hare Krishna) 


Fim B 
Oh, hm, my sweet Lord (Krishna, Krishna) 


Fim B 
Oh (Hare, Hare) 


Chorus 
E Сїт 
Now І really want to see you (Hare Rama) 


E Cim 
Really want to be with You (Hare Rama) 


E 
Really want to see you, Lord (Ah) 


Fdim7 F#m B 
But it takes so long, my Lord (Hallelujah) 


000 


Fim B 
Hm, my Lord (Hallelujah) 


Fim B 
My, my, my Lord (Hare Krishna) 


Fim B 
My sweet Lord (Hare Krishna) 


Fim B 
My sweet Lord (Krishna Krishna) 


Ет В 
My Lord (Hare, Hare) 


Fim B 
Hm, hm (Gurur Brahma) 


Ет B 
Hm, hm (Gurur Vishnu) 


Fim В 
Hm, hm (Gurur Devo) 


Ет B 
Hm, hm (Maheshwara) 


Fim В 
My sweet Lord (Gurur Sakshaat) 


Repeat sim. and fade 


• Solid 
e Stain 
‚ Inlay 


e Humidified 
Six weeks between refills 
0ء‎ 


* Locking doors 

» Artisan crafted 

• One to twenty five guitars 

e Mandolin and fiddle cabinets 
available. 


www. 


x» Humidity controlled display 
with a Guitar Habitat® 


AMERICAN 


MUSIC 


FURNITURE 


premium hardwood 
ed glass 


americanmusicfurniture.com 


58 December 2018 


1(267)272-2460 


ant to Pass НО 


The Guitar Legacy Program 
Learn More Today! 


GU TA RS 
IN @ THE 
CLASSROOM 


guitarsintheclassroom.org 


ENTER TO WIN 

THIS PRIZE PACK 
FROM ANDREW WHITE 
GUITARS ano HENRIKSEN 


Andrew White Guitars Henriksen Blu 
1 Freja 112 MSRP $1,109.99 Amplifier MSRP: $999 
a | The Freja model is the largest of the three The greatest possible sound from 
——. guitars and with that is the loudest and the smallest possible package! The 
most powerful. Even with the added power Blu is 12 165, 9"x9"x9" and 120 watts 
and volume that comes from this larger with all the essential features you 
body the guitar maintains a clarity not need to gig AND Bluetooth auxiliary 
found in most other guitars of the same channel for backing tracks. It's your 
size. It is at home in many situations and grab-n-go, plug-n-pay, all-in-one 
the bigger body size makes it perfect for amplifier, professional-grade through 
strumming full chords. and through with all the great tone 
SPECS: Solid Sitka spruce soundboard, Henriksen is known for. 
Rosewood back and sides, scalloped X SPECS: 120 watts, 5-band EQ, 
bracing, Florentine cutaway, Artec Edge Z 6.5" driver with defeatable tweeter, 


preamp 


studio grade line out reverb, dual 1/4”, 
phantom powered XLR input, FX loop, 
headphone jack, extension speaker out, 
includes gig bag 


Andre White Guitars 


Henriksen 
AMPLIFIERS 


PLUS Enter the giveaway and you're an instant winner! You're entitled to a 30-day free trial of Guitarcast, as a thanks for participating. We'll even give you a bonus giveaway entry 
just for checking out the site. Guitarcast is the new video service brought to you by the team at Acoustic Guitar - learn from the best, wherever you are. 


Giveaway Rules: No purchase necessary. Void where prohibited. Entrants must be 18 years or older. Each entry must be individually submitted using the Official Entry Form 
at AcousticGuitar.com and received by 12/31/18; facsimiles may not be substituted. Prize drawing will be made on or around 1/07/19. The contest will be open to international 
residents 18 years of age and older, void where prohibited. Employees of Henriksen, Inc., Andrew White Guitars and Stringletter, Inc., and their families, will not be eligible. 
The grand prizes will be fulfilled by Henriksen, Inc. and Andrew White Guitars within 60 days of receipt of winner’s written acceptance. Odds of winning depend on the 
number of entries received. Limit one official entry per person, with unlimited additional bonus entries per referral or social action. Acoustic Guitar magazine reserves the 
right to notify the winner by mail or by e-mail and to identify the winner in the magazine as well as the Acoustic Guitar website and Facebook page. International entrants, 
please note: If the winner is resident outside the United States, he or she is responsible for all shipping, customs, and tax costs. In the event that an international winner is 
unwilling or unable to cover these costs, he or she will forfeit the prize and a new winner will be selected at random. For the name of the prize winner, send a self-addressed, 
stamped envelope to Henriksen, Inc. and Andrew White Guitars 2018 Giveaway, c/o Acoustic Guitar magazine, 501 Canal Blvd, Suite J, Richmond, CA 94804. Taxes are the 
responsibility of the winner. CITES regulations prohibit the shipping of instruments internationally that contain any amount of any kind of rosewood or certain types of 
bubinga. In the event that winner is outside of the US and the prize is not CITES compliant Andrew White Guitars reserves the right to provide a CITES compliant substitute 
prize of equal value. Otherwise no prize substitutions are permitted. 


ACOUSTIC CLASSIC 


Spanish Fandango 


A 19th-century American guitar classic in open-G tuning 


BY STEVE JAMES 


he story of “Spanish Fandango" begins in 

1825, when Henry Worrall was born in 
Liverpool, England. Worrall immigrated to New 
York as a child, and his biography is a classic 
American tale of energy and self-invention. After 
his family moved to Cincinnati, Ohio, around 
1835, young Worrall left his occupation as a 
newsboy to work for a decorative glass cutter. 

At the same time, Worrall set about teach- 
ing himself to play guitar—and, eventually, 
painting, engraving, and design. In the 18505, 
he published a popular tutorial, 
Worrall's Guitar School, and his original com- 
positions, with evocative titles like "Mexican 


Airs,” “Saint Louis Rondo,” and “Sebastopol— 
A Descriptive Fantaisie for the Guitar,” became 
part of America's popular music canon. 

Perhaps the original exponent of the British 
guitar invasion, Worrall scored his biggest hit 
with “Spanish Fandango,” a bright melody in 
triple meter, played in open-G tuning. The 
piece was originally published in 6/8, but I’ve 
notated the main theme here in 3/4, which 
many guitarists find easier to read. 

The picking hand plays a fairly active role in 
the piece. Worrall intended for the down- 
stemmed notes to be played by the thumb and the 
up-stemmed notes by the index, middle, and ring 


VIDEO LESSON 
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Henry Worrall 


fingers. Feel free, though, to pinch the notes on 
beat 1 of each measure with your thumb and 
middle finger and pick the notes on beats 2 and 3 
with your thumb and index, respectively. 

As for the fretting hand, the I chord (G) is 
sounded mostly on the open strings, while 
the IV (C), V (D), and III (B) chords can be 
conveniently played at frets 5, 7, and 4, with 
a first-finger barre across strings 1—5. 


This arrangement is excerpted from Steve 
James’ upcoming book, Roots and Blues Finger- 
style Guitar Explorations, coming soon to 
store.acousticguitar.com. 
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SPANISH FANDANGO MUSIC BY HENRY WORRALL 
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Tom Bedell ої Bedell/Breedlove 


BY E.E. BRADMAN 


icture a Sitka spruce tree. It's in a 

10,000-year-old forest up in southeast 
Alaska, and it's 1486," Tom Bedell begins. 
"That seedling sprouts from a pinecone way 
down at the bottom of a 300-foot-high canopy. 
By 1490, it's a few inches tall; in 1500, it's 20 
inches. That little tree fights its way up through 
the canopy, and in 200 years, maybe 300, it 
breaks into the top, where the sun is shining. 
Now think of the weight," Bedell says, making 
a point about how wood varies, even in the 
same tree. “The bottom is supporting all the 
weight, the core is hundreds of years old, and 
the outside might be 50. The woods in the 
middle, at the edge, on the bottom, and on top 
have very little in common." 

Bedell's passionate commitment to under- 
standing variations in the trees that become 
guitars—and his guidance of those nuances to 
consistently reach specific musical conclusions, 
a process he calls “sound optimization"—are 
the pillars of his design philosophy at Bedell 
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Guitars and at Breedlove, the two Bend, 
Oregon-based companies he runs. His rever- 
ence for the forest itself goes deep, too: Bedell 
uses only use dead, salvaged Sitka spruce and 
koa trees; his myrtle is from Oregon; and his 
ebony and mahogany are harvested by collec- 
tives in the Congo and Guatemala. 

If you guessed that Bedell is an unabashed 
tree-loving hippie, your assumption would be 
correct—but incomplete. By the time he was 
18, Iowa-born Bedell had already been a guitar 
teacher, importer, and retail storeowner; he 
sold Bedell Guitars in 1968 and went on to earn 
a degree in Chinese Studies at Stanford. Thirty 
years later, he and his wife, Molly, bought Great 
Divide, a store in Aspen, Colorado, renamed it 
Two Old Hippies, introduced the short-lived 
import Great Divide guitar line, and resusci- 
tated Bedell Guitars. Bedell bought Breedlove 
in 2010, and these days—between trips to sus- 
tainable harvesting sites—he obsesses about 
wood, acoustics, and tone. 


What inspired you to look deeper into 

wood variability? 

When I bought Breedlove and restarted 
Bedell, I figured there had to be technology 
that would help us understand how Mother 
Nature's wood creates music. It wasn't simply 
about carving it to 0.125 inches, gluing it to a 
back or to a side, and creating a box—it had to 
be more interesting than that. When I talked to 
our craftsmen, it became clear that every piece 
of wood is unique. 


What kind of research did you do? 

I went far and wide to understand how a guitar 
top vibrates and what it does to actually push 
sound. We sent an engineer to Cardiff Univer- 
sity in Wales, where they've done lots of 
research on classical instruments and how they 
produce sound. And then I met a custom 
builder who taught us a lot about what happens 
between the top of a guitar and the back of the 
guitar, in terms of how it generates sound. 


COURTESY OF BEDELL GUITARS 


What surprised you? 

We had been carving every top to 0.125 inches 
thick, regardless of the wood we were using, but 
there's a huge variation in density and frequency 
response from one wood to another. The mass 
per square inch is completely different, and even 
in the same tree, there's a 30 percent variance in 
the wood density and frequency response. 


How did that change what you do? 

We began analyzing and grading tops based on 
whether they were going to be stiffer—better for 
heavy strumming—or softer, with more deflec- 
tion, which would probably create a better 
fingerstyle instrument. On a big-body guitar, 
you've got a lot more area; less deflection in that 
big top will still move a little more than it would 
on a small-body guitar, so you need to change 
the characteristics of the top based on whether 
it's a big body, a small body, or something 
in-between. We learned that guitar tops move in 
two directions: When you activate the strings, it 
releases the pressure, pushes air into the body, 
reengages the string tension, and then lifts up 
and pushes air into the room. 


What about the back? 

The back of the guitar needs to be substan- 
tially higher in hertz than the top. As you add 
material, stiffness, or weight, the frequency 
goes up, and as you remove material or reduce 
stiffness, the frequency goes down. So, if you 
want to lower the frequency or create more 
deflection in a top, you take material off; if 
you want to raise the frequency to get more 
separation between the back and the top, you 
want more material in the back. 


What questions do you ask when you're 
building a custom guitar? 

How is the person going to play this guitar? What 
body type (and body size) do they want? How do 
they play? Are they going to pick or strum? 

We direct the top to deliver a particular 
sound by how thin we make it. We look at the 
characteristics of the top's tonewood: Is it natu- 
rally stiff—in which case we might need to take 
off more material—or is it more flexible, in 
which case we might take off less material? 


You're really deciding how you want the 
guitar to sound before you build it. 

Right at the very beginning, we decide what our 
target behavior is going to be. That tells us what 
hertz we want to tune that top and back to. 


What accounts for the variety of tones and 
tonewoods? 

There's something about the grain structure of 
each kind of wood; each has a slightly different 


nuance, and every wood reflects tones with 
slightly different efficiency. We don't under- 
stand how Mother Nature does that. If I make 
a rosewood back and a mahogany back after 
taking into account their density and 
frequency, they may be exactly the same, but 
I'm going to get more mid tones out of the 
mahogany and more bass from the rosewood. 
I can’t tell you why. 


What inspired you to get serious about 
sustainable wood sourcing? 

Every tree is in a unique circumstance in its 
forest neighborhood: It's surrounded by vari- 
able wildlife, plant life, and animal life; it has 
variable rain, drought—each tree grows as a 
unique thing in a forest neighborhood. There's 
something very special about that. When that 
tree dies, or if it's in its old age, we are careful 
to harvest it in a way that affects the neighbor- 
hood as little as possible. 


When І talked to our 
craftsmen, it became clear 
that every piece of wood 
is unique. 


Do you focus on creating instruments specific 
to players' needs, or building instruments that 
do specific things? 

Both. If you come to our shop to get a custom 
instrument, we'll watch how you hold a guitar, 
listen to you play, notice which guitars you 
like and which ones you don't, and then 
design a guitar for you. 


What about non-custom instruments? 

Our goal is to hit the same fundamental 
frequency on each model. Each guitar should 
respond the same: If you play one at your 
friend's house or at the store, and then you buy 
one and we ship it to you, all three should 
sound and play the same. 


That's aiming high! 

As consumers, we've been trained to under- 
stand that most builders don't address how 
wood varies from guitar to guitar; that's why a 
consumer finds a guitar they like, they say, “1 
want that guitar. Don't get me another one—I 
want that one." The difference is that we can 
say to you, “That one's already sold, but we 
can ship you one exactly like it." 


Walk me through the build process. 

We start by selecting pieces of wood, deciding 
what our targets are, and then shaping each one 
to the target density, frequency, and deflection 
we want for the top—and to the target density, 


frequency, and weight we want for the back. 
After we put bracing on the top and the back, we 
head to our hand-voicing station, where we use 
an FFT (Fast Fourier Transform) spectrum 
analyzer that tells us the top's frequency; if we 
need to, we'll scrape wood off the braces until 
we bring that down to our target frequency. 
Then we go all around the top and tap it to 
make sure it's vibrating at that target frequency. 
If it's not, we'll carve material off the tone bars. 
Depending on the body shape and tone quality 
we want, we tune the back, too. 

After that, we finish the guitar, put the 
body together, go with the finish, decorate it, 
put the binding on, string it up, assemble the 
neck, and put on the frets, tuners, and bridge. 
Once we get it all set up, lined up, and dialed 
in, we have a finished guitar. 


The guitar retains the resonant frequency all 
the way through the process? 

No. Since we tuned it in the hand-voicing station, 
we've added the weight of the bridge, the finish, 
and the fretboard, and we've probably stuck 
some electronics in it—we've added a lot of vari- 
ability. At the last stop, someone taps the guitar 
on the top, reading it through the FFT analyzer, 
and if we haven't reached the fundamental reso- 
nance for that particular guitar, we loosen the 
strings, go in through the soundhole, and carve 
additional material off the brace until we reach 
the fundamental we've set for that instrument. 


Don't the player and the space have a role in 
the guitar's sound, too? 

The room is part of your guitar sound; the top of 
your guitar is pushing air into the room, the 
inside of the guitar top is pushing air against 
the back of the guitar, and the two of them 
together are creating the sound that you're 
producing. About 80 percent of the energy that 
creates the sound is coming from that guitar top, 
no question. It's moving both ways—it's moving 
the air against the back, and it's moving the air 
into the room. When you snuggle up to your guitar 
when you're playing it, and you have your hands 
resting on that top, you're affecting the amount of 
music that the room is helping you create. 


Consistency is great, but the wide variation 
between instruments can be fun, too. 
Because then you can say, ^Mine is really special." 
Every guitar is different. Someone brought in a 
'30s or '40s Martin dreadnought the other day, 
one of the really good ones, and he was so proud 
of it. It made him happy, and it sounded terrific, 
so it made me happy, too! АС 


Visit AcousticGuitar.com for more of Tom Bedell's 
Makers & Shakers interview. 
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Caring for Your Guitar 
Over the Long Haul 


BY MAMIE MINCH 


уе gotten lots of letters over the years asking 
for a rundown of some basic things a guitar 
owner can do to maintain the health of their 
guitar. Here are some things to consider doing— 
and not doing—to keep your instrument healthy. 


DO) 


A good setup will make your guitar feel and 
sound its best, but just bringing your guitar into 
the shop regularly is good maintenance: Your 
luthier is likely to catch things that you may not 
notice, from simple things like a loose screw to 
more serious issues like a neck pulling forward. 


Build a relationship with a repairperson you 
like, someone who will remember you and the 
way you like your guitar set up. If your tech 
knows you and how you like to play, she'll be 
better equipped to set up your guitar in the way 
that works for you, and it'll make the whole 
exchange more beneficial. There are certain 
clients I'm always glad to work with—the ones 
who visit me with an upbeat attitude and trust 
that I value them and their instrument. If I find 
something they should know about, we can 
come up with a repair plan that works for them. 


This is the biggest single thing you can actively do 


Keep your guitar looking its 
best by cleaning it after you play. 


for your guitar to help it live a long, happy life. 
When the air is dry, your guitar is dry, too, and 
wood—which is, of course, an organic material— 
loses moisture and shrinks. Imagine the stress 
this puts not only on big pieces of wood, like the 
back and soundboard, but also on all the glue 
joints, as two pieces of wood shrink and swell 
while glued together. When we humidify the air 
around a guitar—whether it's a room’s worth of 
air or just enough to surround it in a guitar case— 
we minimize that stress. The opposite is true, of 
course, if you live somewhere with a very high 
humidity. Lots of steamy heat is bad for glue 
joints, and people living in this sort of climate will 
need to think about a de-humidifier. 


forward it to Mamie. 


Mamie Minch 
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Uncertain about guitar care and maintenance? The ins-and-outs of guitar 
building? Or a topic related to your gear? Ask Acoustic Guitar's resident 
repair expert Mamie Minch. Send an email titled "Repair Expert" to 
Senior Editor Greg Olwell at greg.olwell@stringletter.com, and he'll 


If AG selects your question 
for publication, you'll 
receive a complimentary 
copy of AG's The Acoustic 
Guitar Owner's Manual. 
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Avoid letting sweat, spilled beer, or anything 
else dry on the surface of your guitar. In a 
perfect world, we'd all wipe down our 
guitar's top, back, and neck after playing it. 
In fact, I recently saw a D'Angelico Excel in 
absolutely killer shape—turns out it had one 
owner for most of its life, a professional jazz 
guitarist in New York, who gave the whole 
thing a once over with a soft cloth every time 
he put it away. Without getting too crazy 
about it, do what feels right to keep your 
guitar clean and dry. You don't need to polish 
it regularly for its health, but if you like a 
shiny finish, use wax and silicone-free guitar 
polish, or try scratch remover from an auto 
supply store. 


You're helping your lovely guitar fulfill its 
destiny by playing it regularly, but consistent use 
also helps you build your relationship with the 
instrument so that if something changes, it'll be 
clear to you. If the action changes quickly, you'll 
know it; if a crack appears, you'll have a chance 
to catch it before it gets worse. Any of the things 
that might go wrong with your guitar are easier 
to handle when they're recent. 


DON'T 


Heat is a real enemy of stringed instruments. 
Although your guitar is happiest in a 
moderate clime—think 70 degrees and 5096 
humidity—a bit of fluctuation is not such a 
huge deal. Where you encounter trouble is 
in the trunk of a car on a hot day: Wood 
dries out, and glue joints are softened to the 
point of giving up, or more insidiously, of 
"creep," the slow surrender of glued parts to 
the tension that is applied to them. After a 
glue joint is overheated and starts to creep, 
it will likely keep doing so. Extreme cold is 
also not great for guitars, although much of 
the danger here lies in quickly warming up a 
guitar. If you realize that you've left your 
guitar outside on a cold Michigan winter 
day, let it warm up slowly—bring the case 
inside and leave it closed for a while before 
you open it. 


When you sit down to play a beloved guitar, 
don't forget to take off your belt. It's common 
sense, but given all the buckle rash I see on 
vintage guitars with otherwise healthy dockets, 
it bears saying. 


Here's where a good relationship with your 
luthier will come іп handy—she can level with 
you about how soon you need to address 
certain things. With a refret, for example, I tell 
people it doesn't bother me until it bothers 
them. That's a higher-ticket repair, and if 
someone has brought in their guitar for a setup 
and I notice that it could use a refret, I tell 
them what I see, and they can choose when 
they want to deal with it. But there are some 
repairs you shouldn't put off. With a structural 
repair like a bridge re-glue, I recommend fixing 
it sooner than later. If left halfway glued, that 


Graphite Guitars 


1.800.788.5828 
www.rainsong.com 


bridge can put uneven stress on a bridge plate 
and a top, which will contribute to a belly 
behind (or dip in front of) the bridge. 


At the end of the day, don't forget why we keep 
these things around—because they bring us 
joy. It'll help you remember why you read all 
these articles—and it will feel especially good 
if you've had a recent setup! 


Mamie Minch is the co-owner of Brooklyn 
Lutherie and an active blues performer. 
brooklynlutherie.com 


Escape the expected. Experience graphite. 
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EASTMAN Ovangkol Cutaway Electric 
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GET WET 


THE two /7050 inportant 


ACCESSORIES FOR ME ARE THE 


loneWood Amp AND MY 


LONG-ASS FINGERNAILS. FORTUNATELY ONE 
OF THEM DOESNT SCARE STRANGERS. 


MIK= DAWES 


ANYTIME. ANYWHERE. 


The ToneWoodAmp allows you to create a 
variety of rich, "wet" effects on your acoustic 
guitar—UNPLUGGED, with the effects 
emanating organically from the guitar's sound 
hole and the body itself. NO AMP REQUIRED. 


To learn more about the ToneWoodAmp and 
the fabulous artists and players who use it, visit 


www.tonewoodamp.com/artists. 
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SPECIAL ADVERTISING SECTION 


SHOWCASE 


Introducing Finger-Tone? Fingerstyle 
Guitar Picks by ProPik? 


Now you can get the same 
pure sound of fingernails 
and fingertips from a 
light weight metal 
finger pick 
- Specially-made nickel-silver fret * No fingernails to fuss with 6% 
with a patented bone nut * Fingertips touch string as you play г 
* Large and medium sizes available 109 


- Designed to fit existing nut slot AVAILABLE AT YOUR FAVORITE 
on fretted instruments MUSIC STORE OR CONTACT: 
5 2 GUPTILL MUSIC 
- Increases tuning stability (714) 556-8013 


- Open string tone is the same as www.guptillmusic.com 


fretted tone 


Starting at $30 The Nylon String OM 
zeroglide.com 480-239-4055 
PhoenixGuitarCo.com 


A world of competitors. 
One winner. 
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MASTER THE 
12-ВАВ BLUES PLAYING WITH 
SHUFFLE MINOR CHORDS 


хе! таде 
` up of interesting 
technical workouts that will get your 
fretting and picking-hand fingers working 
in different ways, and will help you 
visualize and explore the fingerboard. 


The Chord Wheel 


ын Buy this useful tool and many 
PDF VIDEO DOWNLOADS AVAILABLE other gig bag essentials at 
AT STORE.ACOUSTICGUITAR.COM store. AcousticGuitar.com/gear 
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Recording King RR-41-VS 
Rattlesnake Wood Body Resonator 


Mojo and character in an affordable single-cone resonator guitar 


BY PETE MADSEN 


esonator guitars have become synony- 
mous with traditional American music. 
For the player making an initial foray into the 
resonator realm, a new or vintage National or 
Dobro brand guitar can be a bit out of reach. 
In the recent past, demand for entry-level 
reso-guitars has led companies to produce 
instruments that played more like modified 
electric guitars, complete with skinny necks 
and little thought for traditional appointments 
such as bone nuts and vintage aesthetics. 
Recording King is known for its budget 
models of traditional-style guitars, including 
the popular Dirty 30s series. The company's 
instruments may lack some of the sophisticated 
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sounds and finer appointments of their more 
expensive brethren, but a recent offering, the 
Recording King Rattlesnake Wood Body Reso- 
nator, provides plenty of mojo and character 
for the down-and-dirty style associated with 
traditional blues. 


LOOKS WITH ATTITUDE 

I was struck by how light the Rattlesnake is. I 
didn't have a scale handy, but it felt much 
lighter than most wood-bodied resonator 
guitars I have played. The instrument covers 
the visual essentials for a vintage vibe, with 
its chicken-foot resonator cover plate, banjo- 
styled headstock, sunburst mahogany top, 


and black butterbean open-geared tuners. It 
doesn't so much scream attitude as it invites 
you with а nod, saying, “Yeah, come check 
me out." 


FEEL 

Recording King calls the neck profile a *thin С” 
shape, but it didn't feel too thin to me. My 
frequent pet peeve with typical bargain reso- 
nators is that their necks are too slim, like 
they're designed for electric guitarists, rather 
than traditional blues players, who tend to 
prefer necks with more girth. The neck on 
the Rattlesnake in fact feels sufficiently 
chunky, though the 1-3/4-inch-wide nut and 


The RR-41-VS is set 
up with medium- 
gauge strings and 
medium-high action. 


2-inch spacing at the bridge might feel a little 
cramped for players with bigger hands. 

The guitar is set up with medium-gauge 
strings and medium-high action. In standard 
tuning, the 25-inch scale length makes the 
guitar feel a little stiff, and the instruments 
relatively high action required a bit more 
muscle on my part to play fingerstyle ragtime. 
The same could be said for single-string runs up 
and down the neck; bending strings is difficult, 
and excursions beyond the 12th fret are chal- 
lenging. Га consider getting a professional 
setup and experimenting with different string 
gauges for ideal playability. 


With its higher action, this Recording King is a 
perfect match for some bottleneck slide. When 
I tuned to open D (D A D ЊАР) to try some 
Tampa Red-inspired slide lines, the Rattle- 
snake's tonal range went from a high midrange 
growl to a lower midrange bark, which made 
me want to dig in with a pick and fingers. 
However, the low-E string had a tendency to 


pop out of the saddle when I dug in too hard. I 
was able to fix this problem by removing the 
hand rest over the biscuit bridge—many 
biscuit-bridged guitars have covers soldered to 
the cover plate, but thankfully, Recording King 
uses four Phillips screws—and notching the 
sixth string's groove a little deeper. 

I continued my slide excursions and shifted 
into open G (D G D G B D) to play some Robert 
Johnson and Son House tunes. The Rattlesnake 
definitely has a swampy vibe. Again, the mid- 
range bark gives it the proper growl factor that 
Delta blues requires—and it's loud. You might 
think that a guitar this light would be delicate, 
but it's got plenty of punch and should provide 
you with more than enough volume in any 
acoustic jam situation. 

The Recording King Rattlesnake is a fun guitar 
to play, especially for slide in open tunings. A little 
more attention to some of the finer points of 
setup would make it even more attractive. The 
12th-fret neck junction may feel a bit limiting to 
some, but if traditional blues is your thing, you 
won't miss the highest notes. АС 


BODY 14-1/4"-wide laminated 
mahogany body; ivory binding; 
handspun resonator cone; open 
pedestal soundwell with Sitka spruce 
top braces; steel chicken-foot pattern 
cover plate; gloss sunburst finish 


NECK 25"-scale mahogany neck; 
1-3/4"-wide bone nut; thin C profile; 
19-fret padauk fretboard with pearloid 
dots; 12 frets clear of body; white 
pearloid headstock overlay; Grover open- 
geared tuners with black plastic buttons 


EXTRAS Ebony-capped maple biscuit- 
bridge; removable hand rest 


PRICE $399 (MAP) 
MADE IN China 


recordingking.com 
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Orange Acoustic Pre 


Acoustic tone without compromise—and with a distinct and musical personality 


BY DOUG YOUNG 


lectric guitarists rely on tube amplifiers 

for rich, overdriven tones, but valves can 
also produce tantalizingly warm textures for 
acoustic guitarists. While tube options for 
acoustic musicians have been fairly limited, 
Orange, a UK company known for its electric 
guitar amps with vivid carrot-colored cabinets, 
has introduced the Acoustic Pre. This high- 
quality stereo preamp/DI offers a great tube 
sound for acoustic guitarists—plus a few twists. 


CORE FEATURES 

At nearly a foot wide and weighing over five 
pounds, the two-channel Acoustic Pre is a fairly 
large and sturdy floor unit. In addition to 
quarter-inch high-impedance inputs, Channel 
B supports an alternate XLR mic input with 
phantom power. Outputs include per-channel 
XLR jacks, as well as a quarter-inch unbalanced 
jack that mixes both channels, along with 
effects inserts for each channel. 

Each channel offers a similar set of controls 
but different tonal characteristics. Channel B is 
clean and uncolored with a flat frequency, 
while Channel A offers a warmer, more colored 
sound and adds a control labeled Heat, which 
increases the drive to the tube, creating subtle 
harmonic distortion. The master control 
section includes master volume, line volume, 
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and reverb controls; a mute switch; and a jack 
for an external mute switch. 


FLEXIBILITY FOR STAGE OR STUDIO 

The Acoustic Pre’s clean layout and relatively 
straightforward controls mask a fair amount of 
flexibility. For example, for live performance 
the unit supports a single instrument in either 
channel, two different instruments with sepa- 
rate effects, or a dual-source pickup system. 
When using a single instrument, it’s possible to 
route Channel A to both XLR outputs, which 
converts the built-in reverb to stereo. The mic 
input on Channel B introduces more possibili- 
ties; a performer could use Channel A for 
guitar and Channel B for a vocal mic or a guitar 
mic to augment the pickup. 

The visible tube-glow through venting ports 
on the top serves as a reminder that this isn’t just 
another solid-state preamp, and the Heat control 
drives the tube harder, adding subtle degrees of 
fatness, upper harmonics, and sparkle. And the 
sound quality of the built-in reverb is impressive, 
especially when used in stereo. 


COOL AND QUIRKY 

The Acoustic Pre does have a few quirks. For 
example, channels as well as bass/treble 
controls are laid out right to left, which is the 


ACOUSTIC PRE 
TWIN CHANNEL 
eeeeeeee 
........ 
........ 


opposite of most designs. The treble EQ on the 
Channel A offers an 18dB boost, compared to 
Channel B, which offers +/- 12dB. The device is 
missing a few performance-oriented features 
common on other acoustic-focused preamps: no 
notch filter, boost switch, or tuner output, and 
requires an external mute switch. But in the end 
it's all about tone, and the Acoustic Pre delivers 
this in spades without compromise—and with a 
distinct and musical personality. АС 


SPECS 


Two channels. Two 1/4" 2.2MQ inputs. 
One XLR mic input with 48-volt 
phantom power. Two XLR outputs, line 
mix output. Per-channel gain, treble, 
sweepable midrange, phase, ground 
lift, and effects inserts. Master and line 
volume. Stereo reverb. 12AX7/ECC83 
tube. Mute switch and footswitch jack. 
12V DC power supply included. 

11.4" x 5.9" x 3.5", 5.5 Ib. 


Price $899 (MAP) 
Made in UK 


orangeamps.com 
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Henriksen The Blu 


Powerful single-channel combo with Bluetooth connectivity 


BY ADAM PERLMUTTER 


n recent years, guitar amplifiers, especially 
I those designed for acoustic guitarists, have 
been shrinking in size. One of the most dimin- 
utive—and powerful—examples of this trend 
is Henriksen's the Bud, a two-channel wonder 
that was introduced in 2016. Henriksen, 
based in Arvada, Colorado, started out 
making amps intended to provide a purity of 
tone for jazz guitarists. But the Bud (see 
review at AcousticGuitar.com) has proven to 
be an agreeable companion for not just for 
acoustic guitars of all styles, but also acoustic 
instruments in general, even upright basses. 

Henriksen's most recent amp, the Blu, is a 
smart, one-channel version of the Bud. It takes 
the name from its light-blue baffle—a nod to 
the company's earliest amps—and from its 
Bluetooth functionality. To test the Blu, I used 
a Martin OM-28E, a Gibson ES-330, and an 
iPhone X. On acoustic or electric guitar, with 
and without a backing track, the amp dazzled 
just like its predecessor. 


SMALL, STURDY & USER FRIENDLY 

Like the Bud, the Blu has a nine-inch-cube 
chassis, sturdily built from Baltic birch. While 
the Bud is lightweight at 17 pounds, the Blue 
is even lighter at 12 pounds. I've got guitar 
cases that weigh more than that. Without 
instruments in them. Needless to say, in this 
regard the Blu is even more ideal than its 
predecessor for gigging guitarists, especially 
those who rely on public transportation or 
who are frequent flyers. 

And speaking of gigging, the Blu comes 
with a deluxe padded gig bag with a shoulder 
strap and a generously sized accessory com- 
partment. Virtuoso jazz guitarist and AG 
contributor Sean McGowan, who recently 
played a wedding atop a mountain, says, "It 
was at 12,000 feet and I had to take two gon- 
dolas to reach the top. I took my guitar and 
the Blu in the carrying case—no problem." 

With its single channel, the Blu has a 
noticeably more streamlined control panel 
than the Bud. The top-mounted panel 
includes just volume, EQ, and reverb controls, 
an XLR/instrument input, an XLR line out, 
and an effects-loop jack. While the two-chan- 
nel Bud can function more like a mini PA— 
good for musicians who sing while playing 
guitar, or who double on other instruments— 
the Blu is perhaps better suited for those who 
use single instruments. 
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BRILLIANT SOUNDS & FLEXIBILITY 

I didn't have the Bud on hand for comparison 
when I auditioned the Blu, but I did have a 
clear recollection of just how excellent the 
former sounded when I spent time with it a few 
years ago. When I plugged in the Martin, I 
immediately found the Blu's sound to be just as 
fine as the Bud's. The Blu brings out copious 
amounts of detail and resonance, without the 
artificiality or smallness of sound that you get 
from lesser amps. 

With the five-band EQ section set flat, the 
Blu has a surprisingly satisfying low-end 
response, whether playing G runs or walking 
bass lines. Single-note lines sound warm and 
robust in all registers, and high notes are clear 
and singing. Basic open chords and complex 
jazz chords, in both standard and open 
tunings, have excellent note separation and 
clarity. And the amp's built-in reverb sounds 
lush and natural. 

The EQ section—Low (80Hz), Low-Mid 
(420Hz), Hi-Mid (1.6 kHz), High (3.5 kHz), 
and Presence (7.2 kHz)—offers plenty of 
control for players who need to easily empha- 
size or deemphasize certain frequencies 
according to individual instruments and con- 
texts. Though it probably wouldn't be power- 
ful enough for, say, a loud rock band in a large 
venue, the Blu does put out an impressive 
amount of clean volume for its size, certainly 
more than enough for most acoustic situa- 
tions, solo or ensemble. McGowan reports that 
the amp performed well in a jazz organ-trio 
setting. “It really held its own with an organ 
going through a Leslie speaker, and a pretty 
loud drummer," he says. 

The ES-330, with its fully hollow body 
and P-90 pickups, sounded just as good as the 
Martin through the Blu. It was easy to get a 
Grant Green-approved bluesy jazz tone, rich 
and woody, and I could understand why 
archtop players like McGowan swear by the 
amp. Packing 120 watts of power, the solid- 
state Blu delivers a consistently crisp sound 
at all volume levels. But, as I had discovered 
with the Bud, it does deliver a killer gritty 
tone when used with an Ibanez Tube 
Screamer pedal. 


BAND IN A BOX 

As with most Bluetooth-equipped products, it 
was easy to pair my iPhone with the Blu. I 
played along with it for a moment before 
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finding a Charlie Parker play-along by the jazz 
educator Jamey Aebersold on Apple Music, and 
had a grand time jamming with an expert 
rhythm section on “My Little Suede Shoes” 
through the Blu. 

The potential Bluetooth applications for both 
practicing and performing are exciting— 
anything you have on your phone, tablet or 
other sound source—backing tracks, a metro- 
nome app, etc.—can be conveyed through the 
amp. You could even use it to run a playlist during 
a set break. When I was testing the Bluetooth, I 
did receive a telephone call; the backing track on 
the phone was temporarily disabled and the 
ringtone was audible through the Blu. So, on a 
gig, it's important to remember to switch off the 
Bluetooth when you're not using it, or disengage 
your device's ringer and any alert tones, such as 
for text messages. 


THE BOTTOM LINE 

With the Blu, Henriksen has introduced a 
spectacular variation on a spectacular amp. 
Like its predecessor, it's small but mighty. It 
does away with a channel that some guitarists 
will find unnecessary, shaving $300 off the 
price tag and adding handy Bluetooth func- 
tionality. Any acoustic guitarist—steel-string, 
nylon-string, or archtop player—in the market 
for a smart new amp would be remiss not to 
check out the Blu. АС 


SPECS 


AMP 120 watt, Class D power amp with 
switch-mode power supply; single 
channel with 5-band EQ, reverb, volume 
control, and phantom-powered XLR/1/4" 
combo input 


SPEAKER 6.5" Eminence Beta with 
fluid-cooled neodymium tweeter 


OTHER XLR balanced line out; Bluetooth 
auxiliary input; TRS effects loop; external 
speaker out; headphone jack; gig bag; 
optional extension speaker 


PRICE $999 (direct) 
MADE IN USA 


henriksenamplifiers.com 
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Sunnaudio Stage DI 


Compact, musical-sounding DI tuned for acoustic guitars 


BY DOUG YOUNG 


unnaudio is a relative newcomer to the 

market, offering boutique preamps 
designed for acoustic instruments. The Cali- 
fornia company makes four products with 
similar electronics and sound quality, but 
with different form factors for different 
applications. The Stage DI ($299) is a stand- 
alone unit with volume, bass, and treble 
controls; XLR and 1/4-inch balanced outputs; 
and an effects loop. The TD-1 Tone Driver 
($179) mounts inside the guitar to support a 
passive pickup system. The BL-1 Blender 
($169) is an onboard preamp for dual-source 
pickup systems, while the LD-1 Line Driver 
($119) is an endpin preamp, with an optional 
volume control. All of these preamps are 


battery-operated, although the Stage DI can 
also be phantom powered. 

For testing the Stage DI, I used pickups from 
K&K, Dazzo, Barbera, and McIntyre. The 
preamp was clean and very quiet, while provid- 
ing enough gain (12dB) for low-output pickups, 
as well as a 5 Megohm input impedance to 
accommodate piezo pickups. The Stage DI's 
frequency response is tuned to complement 
acoustic guitars. Its bass and treble controls 
offer gentle boosts and cuts, allowing you to 
tailor the sound to taste while avoiding extreme 
EQ. This results in a good tone regardless of 
setting, while still offering a range of sounds. 

The frequencies of the tone controls are 
well chosen and very effective, and the preamp 


has an intangible vibe that is musical and pleas- 
ant to play through. Sunnaudio preamps should 
especially appeal to any guitarist who wants to 
put together a high-quality pickup system based 
around a passive transducer, although the Stage 
DI would also be appropriate for a player with 
an active pickup system. sunnaudio.com 


Kyser Low-Tension 
Quick-Change Capo 


A sleek new version of a classic guitar accessory 


BY ADAM PERLMUTTER 


ver since its invention in the late 1970s, 

Kyser's Quick-Change has been one of the 
most popular and consistently manufactured 
capos on the market. Kyser products have 
always been made by hand, from domestic 
components, at the company's Texas head- 
quarters. And the Quick-Change's original 
design has received only minor tweaks, like 
the texture of the aluminum used for the 
capo's body, to say nothing of the introduction 
of a wide range of color options. 

A new iteration, the Low-Tension Quick- 
Change capo ($19.95 street), represents the 
most significant variation on the accessory's 
design in 40 years. Unlike its predecessor, the 
Low-Tension is available in only one mono- 
chrome finish—matte black. The capo looks 
identical to the original, but its spring has 25 
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percent less tension. According to Kyser, the 
Low-Tension was designed for modern guitars 
that require less force from the capo, due to 
their relatively small necks and low action. 

Using a regular Quick-Change for the sake of 
comparison, I tested the Low-Tension version on 
a couple of decidedly different instruments: a 
mid-1960s Gibson L-50, which has a moderately 
sized C-shape neck, a 1-11/16-inch nut, and low 
action; and a recent Collings ОМІ A T SB with a 
more ample V-shaped neck, a 1-3/4-inch nut, 
and factory-spec action. 

On both guitars, the Low-Tension version 
was noticeably easier to operate, thanks to the 
lighter action of its spring—an obvious advan- 
tage for players who change capo position fre- 
quently. In terms of sound, as expected, the 
stoutly built Collings seemed to prefer the 


greater tension of the original Quick-Change; 
its tone felt subtly attenuated when the Low- 
Tension version was clamped on. But, with its 
smaller neck and lower action, there wasn't an 
appreciable difference in sound between the 
capos when used on the Gibson. And neither 
capo distorted the pitch on either guitar. 

With its relatively affordable price, Kyser's 
Low-Tension Quick Change is a no-brainer 
accessory for all guitarists who are inclined to 
capo—especially those who prefer sleek 
modern instruments. kysermusical.com 


ACOUSTIC MUST-HAVES 


300+ пен m терену in the straightforward Real Book format favored 
by musicians, including lyrics where applicable: Alabama Jubilee ° Ballad of Jed 
Clampett ° Bill Cheatham ° Blue Ridge Mountain Blues ° Bury Me Beneath the Willow 
* Dixie Hoedown * Down to the River to Pray ° Foggy Mountain Top * Highway 40 Blues 
e How Mountain Girls Can Love • I’m Goin’ Back to Old Kentucky ° John Henry ° Keep 
on the Sunny Side ° The Long Black Veil ° My Rose of Old Kentucky ° Old Train ° Pretty 


Polly ° Rocky Тор ° Sally Goodin ° Shady Grove ° Wabash Cannonball ° Wayfaring ` EY 


Stranger е Wildwood Flower * The Wreck of the Old '97 ٭‎ and hundreds more! 
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THE COFFEEHOUSE COMPANION 
THE BEST BLEND OF CONTEMPORARY & CLASSIC SONGS 


Melody, lyrics, and chords, for 220 acoustic favorites: American Pie * Big Yellow Taxi 
* Cat's in the Cradle • Closing Time ° Don't Know Why ° Dust in the Wind ° Everything | 


Own ° Fast Car ° Give a Little Bit Good Riddance (Time of Your Life) • Hallelujah еНо ` 


Hey ° Ноте ° | Got You Babe ° l'Il Be • The Lazy Song ° Leaving on a Jet Plane ° Losing 
My Religion ° Meet Virginia ° More Than Words ° Norwegian Wood (This Bird Has 


Flown) ° Peaceful Easy Feeling ° Put Your Records On ° Running on Empty ° Summer TRIE 


Breeze ° Sunny Came Home ° Tom's Diner ° Walking in Memphis ° Yellow ° You've бор 
a Friend ° Your Song ° and many more. vue 
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1 


ZK y ? , | p: AN ЕСГ 0-1 
کے‎ ANDY МСКЕ! 4 T A PHIL KEAGGY 
ART OF MOTION 


00690911 $24.99 
Guitar Recorded Versions 


Ing 
er. $22.99 77 | 
Guitar Recorded Versions a f 


مسا 


00141446 .......... $19.99 
Guitar Recorded Versions 


ITS NEVER 100 LATE 


00172824 $22.99 
Guitar Recorded Versions 


A JOHN FAHEY 


00690822 $19.95 


00152161 ........ $22.99. 
Guitar Recorded Versions - 


Guitar Recorded Versions 


€ LAURENCE JUBER PLAYS 
9 ۷۷۷۷۱۷ 


GUITAR ANTHOLOGY 


т 7 


00701836 919.99 00150257 .......... $19.99 14043836 
Book/CD Pack dri Guitar Recorded Versions 7) Guitar Tab 


ALL BOOKS 
FREE SHIPPING $25 or more: | ШК: 
Mention ad code AGPLF at checkout. Least expensive shipping method applies. TÀ B 


musicdispatch.com е 1-800-637-2852 


MIAED MEDIA 


Something Old, Something New 


Revealing solo guitar outings from Duck Baker and Nathan Salsburg 


BY KENNY BERKOWITZ 


here's an essential, idiosyncratic Southern-ness in these early Duck 
Baker tracks, half of them recorded at age 23 in his hometown of 
Richmond, Virginia, the other half in London, where he moved four 
years later. You can hear it in his Piedmont version of Scott Joplin's 
^Maple Leaf Rag," which channels equal parts Blind Boy Fuller and 
Buck Evans, a local pianist who served as one of Baker's earliest, most 
eccentric inspirations. You can hear it in “Homage to Leadbelly,” which 
starts with a nearly straight “Midnight Special" before quickly heading 
off in multiple directions at once—from Thelonious Monk to Leonard 
Bernstein—that point toward a far different future. 
Recorded at a time when no experiment was too outlandish, these 
Richmond demos show Baker trying to find himself, starting with folk 
tunes but quickly shifting to bebop, Tin Pan Alley, Jelly Roll Morton, 


DUCK BAKER 


LES BLLES DU RICHMOND | DEMOS а OUTTAKES 271-0199 ША 


Duck Baker 
Les Blues du Richmond: Demos & Outtakes 1973-1979 
(Tompkins Square) 


Lovie Austin, even Antonin Dvorak. He transplants that Richmond rest- 
lessness to London, where it continues to morph, and on the title track, 
from the earliest London session, you can almost hear the moment when 
his mind shifts continents, moved by the stateliness and harmonic rich- 
ness of the fingerpicking revivalists all around him in England. 

Baker never loses that Southern-ness, but on tunes like “Sandy 
River Belle," which can be found on both sides of the Atlantic, it's no 
longer the center of his vision, and by the time he tackles the Irish 
"Pretty Girl Milking a Cow,” he's remade himself, finding a mid-Atlantic 
accent that's halfway between his old and new homes. All of a 
sudden, you hear a sense of relaxedness that hasn't been there 
before, a focus. And though he hasn't lost his wildness, he's learned 
to temper it, to create the hybrid that will lead to where he is now, 
all these decades later. 


fter a pair of collaborations with James Elkington and Joan 

Shelley, guitarist Nathan Salsburg approached his third solo 
recording with a new sense of purpose, "surprised to find that a lot of 
my previous over-seriousness" was gone and that "I was longer hell- 
bent on shoving a dozen ideas into a single song, where three or four 
were satisfactory." The result, far from simple, is Salsburg's sweetest, 
most graceful work to date, teasing out unlikely harmonies and 
smartly pushing the soft edges of these ten neo-trad tunes. 

Third opens with the rollicking, spirited “Timoney’s,” based on Liam 
O'Flaherty's short story about an ass set free after the death of its cruel 
master. (A handful of Salsburg's best compositions are about animals, 
and the cover of Third includes paintings of a donkey, a buck, a sheep, 
and Salsburg.) It continues with "Impossible Air" —written about a great 


Nathan Salsburg 
Third 
(No Quarter) 


dinner and a bad night's sleep—which moves between a second and a 
sixth in unhurried, winding pull-offs and hammer-ons. It follows with 
the traditional hornpipe "Ріапхіу Davis," a favorite of step dance compe- 
titions, played here as a pastoral that's full of feeling, imagination, and 
quiet wonder. 

Best of all, there's ^Walls of the World," with its crisp, ringing repeti- 
tions, high-definition picking, and gentle contradictions, which manage to 
simultaneously convey something very small and something very large. 
There's a warm, empathic precision in Salsburg's playing, highlighting how 
smoothly he reconciles opposite moods on “Ruby's Freilach/Low Spirits" 
and how carefully he's able to maintain a feather-lightness on ^A Hover- 
ing," which balances rising and falling progressions. It's an incredible 
accomplishment, and from start to finish, Third is stunningly beautiful, 
showing just how far these patiently intimate pieces can reach. 
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SPONSORED 


HOW TO 
SLAP AND POP 


Marc Seal teaches us common bass- 
style techniques like slapping and 
popping to coax some different 
sounds from your acoustic. Add some 
plucking and percussive clicking and 
you're ready to put it all together in a 
riff that will improve your fingerstyle 


technique. 


"Elixir Strings always sound stellar and 
really last! Because of the coating, they 
always feel like a new set of strings to 
me. Honestly, I love them!” 


—Marc Seal 
Elixir Acoustic Phosphor Bronze Strings 
with NANOWEB® Coating, Medium Gauge 
(13-56) 


Elixir® Strings is still the only brand 
to coat the entire string, protecting not 
only the outer string surface, but also 
the gaps between the windings. As a 
result, Elixir Strings retain their tone 
longer than any other string, uncoated 


or coated.* 


"Elixir Strings Player Survey 


Learn more: 
AcousticGuitar.com/Sponsored 


Elixir 9 


STRINGS 


SPONSORED 
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PLAYLIST 


The Promise Is Hope 
Every Seed Must Die 
(thepromiseishope.com) 


Zak Trojano 
Wolf Trees 
(zaktrojano.com) 


Acoustic duo finds beauty in tragedy, loss 


he Promise Is Hope—husband and wife 

acoustic duo Eric and Ashley L Esperance— 
entwined their fingerpicked acoustics to cele- 
brate their newfound love on their debut, 
Where We've Been and Where We're Going. In 
the three years since, the L'Esperances lost four 
family members, and their second collection, 
Every Seed Must Die, reflects the couple's 
pain. It's a testament to their honesty and 
empathy that they turn what could have been 
a litany of tragedy into a journey towards 
understanding. 

For instance, though the song "River" is 
dedicated to Eric's cousin, who committed 
suicide, rivulets of cross-current acoustics give 
the tune a life-affirming feel. On “Brother,” 
Ashley's slipknot Martin canters jauntily, while 
her clear-as-spring-water vocal celebrates a 
loved one's life well lived. The melody of “Mary 
Ann," dedicated to Eric's grandmother, threads 
through waves of weightless strumming, while 
Ashley's intimate harmonies are cloaked in a 
confidential whisper. On the title track, Eric's 
smoked-glass tenor invokes a nature meta- 
phor—new growth is born from decay—over 
jauntily strummed guitars. Whirlpooling 
picking spirals around Eric and Ashley's plain- 
spoken poetry while slipstream guitars ripple in 
tandem on "Grateful," which begins in dark- 
ness and moves into the light. 

With Every Seed Must Die, The Promise Is 
Hope processes pain and turns to a new 
season. The L'Esperances' tapestry of shimmer- 
ing guitars and enfolding voices goes beyond 
transcending sorrow. They find the thread 
between daily life and tragedy and imbue the 
route with meaning. —Pat Moran 


Stripped-down sound leaves room for 
ambience and expression 


A solo outing in the truest sense, Zak 
Trojano's third album beyond his band Rusty 
Belle finds an adroit blend of his rich, well- 
worn vocals and a nimble, fingerpicking guitar 
style. It's a combination that sometimes sug- 
gests the rural farms, fields, and idyllic environs 
of Nick Drake's serene English countryside. 

The songs are, by turns, weary but rugged, 
informed by aural imagery that allows for 
both introspection and expression, while 
requiring that one lean in and listen. That's 
especially true on songs like “Му Room," a 
study in solitude (“ГИ be fine here in my 
room while the roses bloom outside"), and 
the aptly titled “Lights Are Low," each of 
which eschews gravitas in favor of mostly 
heavy-lidded sentiment. On songs such as *99 
Ways,” “Everyone Knows You,” and the title 
track, Trojano’s subtle fretwork provides a 
steady rhythm, all minor-chord moods and 
modalities, with enough eerie ambiance to 
underscore his wistful reflection. 

The New Hampshire native’s music is 
supple but assured, reflecting a blend of humil- 
ity and bravado—rich, resonant, and resolute 
in ways that set him apart and make an imme- 
diate impression. Where previous efforts were 
enhanced by strings, percussion, and added 
guitars, Trojano's decision to scale back the 
arrangements here amplifies the overall impact 
and helps stir the senses. Think John Fahey or 
Leo Kottke in more reflective mode, darkly 
determined but showing a certain vulnerability 
that resides just below the surface. Consider 
this Trojano's triumph. 

—Lee Zimmerman 
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ACOUSTIC 
CONNECTIONS. 


Microphones and pickups 

for guitars, violins, mandolins, 
banjos, and other stringed 
instruments. Brands include: 
MiniFlex 2Mic Soundhole Microphones; 
GHS Soundhole mics; McIntyre, 
L.R. Baggs, and B-Band pickups; 
Elixir strings and Homepsun Tapes. 
International orders are welcome. 
On the Web at www.acousticon.com 
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GREAT ACOUSTICS 


Circa Guitars 
Steve Baughman 
7/8 Dreadnought 


A cherished guitar that makes a musical— 
and political —statement 
BY ADAM PERLMUTTER 


n 2004, the fingerstyle virtuoso Steve Baughman was visiting 
I the Source Guitar Festival in Lewiston, Maine, when he 
encountered a steel-string that changed his life. ^I needed to 
borrow a guitar, and John Slobod [the luthier behind Circa 
Guitars] offered me one of his instruments," Baughman says. "It 
was the nicest small-bodied guitar that I had ever played. So I 
traded it for another guitar and have been a huge fan of John's 
work ever since.” 

The Circa Steve Baughman 7/8 Dreadnought shown here has 
been Baughman’s primary guitar for the past 13 years. This 14-fret 
cutaway model has a German spruce soundboard and Brazilian 
rosewood back and sides. Slobod usually builds in the Martin tra- 
dition, and the 7/8 Dreadnought—which, as the model number 
suggests, is slightly shorter and shallower than the typical dread— 
is a departure. The guitar takes inspiration from Bourgeois’ Martin 
Simpson model and is built to have an open-sounding modern 
voice, with a commanding low end, a dry midrange, and lots of 
projection and headroom. 

Baughman’s guitar is embellished with a single curious 
inlay—a cannabis leaf, created by the luthier and inlay artist 
Harvey Leach, on its ebony fretboard. While recreational mari- 
juana use is now legal in Baughman’s home state of California, 
that wasn’t the case at the time of the instrument’s construction, 
so the guitarist chose this motif to make a statement. “I have 
never been into smoking pot, but I’ve been outraged for decades 
about the war on drugs, especially people being thrown in jail for 
possession of pot. So I had a little political temper tantrum at the 
fifth fret," he says. — 

The guitar bears ample evidence of use, especially in the Уч У 
vicinity of the soundhole, where clear putty has been placed on 
the soundboard to prevent it from getting worn through. ^I obvi- 
ously haven't been precious with the guitar," Baughman says. 
"Despite it being a very expensive instrument, I've taken it every- 
where... camping, traveling in gig bags, etc." 

The 7/8 Dreadnought has become such an important part of 
Baughman's musical life that he commissioned an identical 
model, with the same specs and tonewoods, but without the 
marijuana-leaf inlay. He keeps this guitar, which unlike its twin 
has remained in pristine condition, under his bed. “I don't take 
it anywhere," he says. ^I only got it so that in case something 
ever happened to this one, I would be able to keep playing a 
familiar instrument." АС 
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Travel with us 


May 4-14, 2019 


For the musician or music lover, the word Spain 
is practically synonymous with the word guitar. 
Join our local guides and Thérèse Wassily 
Saba, guitarist and long-time editor at Classical 
Guitar magazine, and go behind-the-scenes with 
guitarists, luthiers, and cultural experts. 
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DRUM! CLASSICAL GUITAR Ukulele STRINGS 


You practice at home to get the song just right. Then, when you go on stage it sounds different, not at all like arting 


your guitar. With our custom pickup system, your guitar plugged in will sound like your guitar:..only-louder. EST. 1833 М 
мм %. © 
Learn more at martinguitar.com/AE™ _ CUITARS 6ے‎ 
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